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ABSTRACT 
 
 The lack of quality solos for steel pan has been an issue that pannists have addressed for 
years. This thesis seeks to promote the expansion of music for solo steel pan through discussing 
rarely performed works for solo lead pan. The works that are discussed are new solos that the 
author has commissioned, seldom performed works already in existence, and flute solos that 
have been modified to be playable on the lead pan. The thesis serves as a performance guide for 
pannists who are interested in playing the solos, and covers topics such as stickings for 
problematic passages, technical considerations unique to the steel pan, adaptations for non-
idiomatic material, and observations that may facilitate the learning process. 
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CHAPTER 1: INTRODUCTION 
The purpose of this project is to contribute to the expansion of literature for solo steel pan 
through discussing works that are unknown to most pannists. These works include lesser known 
and unpublished works, solos composed for flute that have been adapted to be performed on the 
steel pan, and works that I have commissioned and premiered. In addition, I have added 
commentary on the process through which they were found or created, to encourage other 
performers to contribute more works to the medium. 
 The bulk of research materials consists of the solos themselves, which have examples 
taken from them for illustrations in the project body. Though other sources centered around 
educational, historical, and ethnomusicological aspects of the steel pan are helpful for providing 
a larger background for steel pan performance, they are considered tangential to this project. 
Many of these sources are listed in the reference section to aid others in future research, but with 
the exception of some sources for the history and background, they are not referenced in the 
thesis body.  
 A recital has been prepared to accompany this project, composed of representative works 
discussed in this thesis. 
History and Background 
 Steel pans and steel bands are still in relative infancy, having only been invented around 
eighty years ago in the 1930s. They were first used by Trinidadian youth primarily as rhythmic 
accompaniment to genres associated with Carnival, such as Calypso. The instruments they used 
were made from materials that were easy to find, such as biscuit tins and glass bottles. The origin 
of multiple pitches in one instrument is shrouded in legend and mythology, but what is known is 
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that the youth discovered that shaped dents in their metal instruments produced recognizable 
pitches.1 
Because the first pans had only a few dents hammered into them and served a rhythmic 
function, the earliest works can hardly be considered part of the literature.  Soon, though, 
competing bands began to add additional pitches to their instruments to demonstrate superiority, 
and along with these added notes came simple melodies.2  They used songs that were already 
well known, such as “Mary had a Little Lamb.”  One of the first documented instances of a 
pannist playing a solo is of Winston “Spree” Simon performing “Ave Maria” in 1946.3  The 
quality of this performance is unknown, however, because no recording of the incident exists. 
The next few years saw bands both competing against each other through complexity in 
their performance and instrument construction, and trying to legitimize their art through playing 
transcriptions of Classical works by composers such as Bach and Tchaikovsky. In 1951, the 
Trinidad All Steel Percussion Orchestra (TASPO), which comprised of members from several 
rival bands, was sent to the Festival of Britain in London. Their goal was to expand the ranges of 
the pans to be able to play as musically as possible, and by the time they performed in London 
and Paris, the pans were sophisticated enough to play clear melodic lines as well as transcribed 
bass parts.4  Their program consisted of several arrangements from varying genres, from “Cradle 
Song” by Brahms to film music from “Tennessee Waltz” to the calypso tune “Johnny.”5 
																																																						
1 Stephen Stuempfle, The Steelband Movement: The Forging of a National Art in Trinidad and 
Tobago (Philadelphia, PA: University of Pennsylvania Press, 1995), 37-44. 
2 Shannon Dudley, Music from Behind the Bridge: Steel Band Spirit and Politics in Trinidad and 
Tobago (Oxford: Oxford University Press, 2008), 47-49. 
3 Ibid, 40 
4 Ibid, 258 
5 Ibid, 97 
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In order to solidify the steel pan as a national instrument unique to Trinidad, the 
Panorama festival was organized beginning in 1963.  This event provided an outlet for bands to 
compete and perform, and arrangements of calypso tunes were encouraged through incentives of 
cash prizes.6 Soon, arrangers became more ambitious and began to present newly composed 
material in their works.7  They eventually began composing purely original works not based on 
other arrangements, which became known as “Own Tunes,” and although surrounded by 
controversy,8 could be considered the first works written purely for steel pan. 
As the instruments were introduced to other countries outside Trinidad, they were 
adopted into other settings such as rock bands and jazz groups. In addition, pannists who 
immigrated to the United States have been invaluable in promoting the steel pan in educational 
settings, such as Ellie Mannette at West Virginia University and Cliff Alexis at Northern Illinois 
University. Students continue to be exposed to the steel pan and the music associated with it, and 
more programs across the country continue to adopt steel bands as they increase in popularity. 
This history and these applications have been well documented and continue to be of interest to 
historians, ethnomusicologists, and educators. More information on steel pan history can be 
found in Shannon Dudley’s Music from Behind the Bridge: Steel Band Spirit and Politics in 
Trinidad and Tobago (2008),9 Stephen Stuempfle’s The Steelband Movement: The Forging of a 
																																																						
6 Ibid, 141-42	
7 Ibid, 151-72 
8 Ibid, 224 
9 Dudley, Music from Behind the Bridge: Steel Band Spirit and Politics in Trinidad and Tobago 
(Oxford: Oxford University Press, 2008). 
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National Art in Trinidad and Tobago (1995),10 and Kim Johnson’s From Tin Pan to TASPO: 
Steelband in Trinidad, 1939-1951 (2011),11 among other sources listed in the bibliography.  
More recently, American performers have sought to adapt the instruments into the realm 
of classical and fine art music. Because of this recent development and general perceptions of the 
steel pan, the body of solo literature available within the classical repertoire is miniscule in 
comparison to literature for other melodic percussion instruments. A few American pannists such 
as Andy Akiho12 and Trinidadian-born Liam Teague13 have tried to fill this gap by distributing 
their compositions through self-publishing and commercial publishers specific to steel pan such 
as Mau Mau Music14 and Pan Press.15 While a few other composers have contributed works to 
the genre, the current state of solo steel pan music consists of programs around the world 
saturated with a small handful of performer-composers and their pieces, which are performed 
over and over.  
 The steel pan community has recognized this issue for some time, as evidenced in calls to 
action in scholarly articles and constant solicitation for new works among performer networks.16 
While the previously mentioned performer-composers continue to contribute works, the general 
community needs more compositions that satisfy diverse criteria including the following: 
																																																						
10 Stephen Stuempfle, The Steelband Movement: The Forging of a National Art in Trinidad and 
Tobago (Philadelphia, PA: University of Pennsylvania Press, 1995). 
11 Kim Johnson, From Tin Pan to TASPO: Steelband in Trinidad, 1939-1951 (Mona, Jamaica: 
University of the West Indies Press, 2011). 
12 More information about Andy Akiho can be found at https://www.andyakiho.com 
13 More information about Liam Teague can be found at http://liamteague.com 
14 http://www.maumaumusic.com 
15 http://www.panpress.com 
16 Example articles are Jeannine Remy, “Pan in the 21st Century: Steelpan Repertoire in the 
Professional Market,” Percussive Notes 49/2, 2011: 4-7 and Chris Tanner, "Steel band 
repertoire: the case for original music," Music Educators Journal 97/1, 2010: 58-63.  
 
	
	 5	
1) Compositions written by experienced composers unfamiliar with the steel pan rather 
than performer-composers; 
2) Works that explore new compositional techniques and methods instead of traditional 
Caribbean genres; 
3) Compositions addressing all difficulty levels from beginning to advanced; and  
4) Chamber and multi-media works that feature the steel pan, such as concertos, duets, 
and pieces with electronic accompaniment. 
 Commissioning projects and composer initiatives produce new pieces that fit these needs, 
but often go unnoticed by the pan community due to an absence of promotion by the performers 
and composers, as well as the unpublished status of many works. This project seeks to further fill 
the literature gap by raising awareness of pieces that are already in existence and available for 
performance, along with discussions of each piece that will assist in performance preparation. It 
is my hope that the project will act as a catalyst for other performers to raise awareness of 
additional pieces, and to expand the current body of literature with quality works worthy of more 
performance.  
Methodology 
 The pieces chosen for this project are all written for lead pan, also known as the soprano 
pan for its range, but more commonly called a tenor pan, which it has been known as among 
pannists for years despite not having the corresponding range. There are quality solos available 
for other types of pans such as double tenors and cellos, but I have limited it to lead because I am 
most familiar with it and is the most commonly played. I have also included two chamber works; 
a duet for steel pan and marimba, and a concerto for steel pan and chamber orchestra, since these 
ensembles are often solicited by performers. Two of the selected works have additional 
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electronics setups beyond the pan itself, which I have allowed to highlight the innovations that 
are happening among composers. The pieces selected for transcription are all flute solos, because 
the range adapts to the lead pan well, and by focusing on one instrument I can highlight its 
possibilities for pan adaptation and leave room for further research on other instruments. Besides 
the flute pieces, I have tried to find unpublished works with the hope that enough attention will 
be brought to them to encourage publication. Of my selected pan solos, only two are currently 
published. 
The discussions of each piece center around the processes that I took in learning them, to 
aid the reader if they decide to also perform the selections. Theoretical analyses only occur if 
necessary for a proper interpretation for performance. Commentary for how each piece was 
brought to my attention has been added to aid others in finding works through similar means. 
Many examples do not show a clef or a key signature, for each piece is written in treble clef by 
default and, except for “Syrinx,” without a key signature. Appendices containing further relevant 
information and a reference section can be found at the end of the thesis.   
Significance 
 As mentioned above, the demand for new pieces for solo steel pan is high and will 
continue to increase as more performers are introduced to the instrument. The call to action to 
produce new works has been manifested in scholarship, professional networks, and casual 
interactions, yet little has been done to meet the need. This project will answer the call through 
discussing rarely performed works and encouraging pannists to perform them, and providing a 
framework for others to find additional pieces to contribute to the genre. 
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CHAPTER 2: COMMISSIONS 
 Though there are already several works for solo steel pan in existence that merit more 
performance, the most efficient way to raise awareness of the need for more quality solos 
through sheer numbers is to commission composers to write new ones. Through commissioning 
composers, we may see more possibilities with the steel pan and develop new and unique styles 
of writing and playing. Though some composers have and continue to write steel pan solos, new 
composers will diversify the types of solos available and present various options for pannists of 
differing tastes. In addition, pannists who commission new works may use them to further their 
own careers, as well as the careers of their composers. 
 I have commissioned three works for solo steel pan, each from very different composers. 
It has been a deeply rewarding experience to work with them individually and show them the 
possibilities of the instrument, and to apply their instruction to realize their creations to the best 
of my ability. I believe each of these pieces to be of exceptional quality, and can be valuable 
additions to performance programs everywhere. 
“Under Control” by José Martinez 
 I met José Martinez at the University of Missouri, where we were both pursuing master’s 
degrees. Though he was studying composition, he was also a percussionist, which is how I got to 
know him. I performed some of his works in ensemble and solo settings, and was always 
impressed with his music. I had commissioned a duet for viola and marimba from him during my 
time in Missouri, which was premiered in March 2015. I later moved to Illinois, where I became 
more interested in commissioning works for solo steel pan. Because of my positive experiences 
with Martinez so far, I inquired if he would be interested, and he accepted. He wrote “Under 
Control,” a work in two movements, “Their Truth,” and “The Awful Truth.” It was premiered 
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April 18th, 2016, in Smith Memorial Hall at the University of Illinois at Urbana-Champaign. 
After the premiere, it underwent significant edits to make it shorter and more concise. I have 
since played the revised version in several recitals and performances, and continue to include it 
in my repertoire.  
 “Their Truth” begins with quiet, long-held notes, revolving around the pitch D. Though it 
does not have much melodic material at first, great care must be taken in allowing the pan to 
resonate naturally at low dynamics. The most common dynamics on the first page are piano and 
pianissimo, with some accents and occasional mezzo fortes and crescendos. There must be an 
audible difference between piano and pianissimo, and mezzo forte should not be played too 
strongly, for there are louder dynamics as the piece progresses. To prepare to play this part 
accurately, the performer should practice strokes at incredibly low levels, taking care to rebound 
quickly enough to allow the pan to resonate. The exact relationships between dynamics and 
accents should be decided ahead of time, to ensure uniformity throughout the beginning. Accents 
should be halfway between the dynamic it is written for and the dynamic above it, so should be 
treated as a slight emphasis rather than a harsh articulation. 
 Measures 41-45 (see figure 1) provide an exercise to practice differentiating the present 
dynamics. It begins at pianissimo, crescendos to piano, goes back to pianissimo and crescendos 
to piano again, has two notes at mezzo forte with the first one accented, and goes back to 
pianissimo again. Because there is only one note that is not D in this passage, these dynamic 
changes must be precise to propel the music forward and keep it interesting.  
	 9	
 
	
Figure	1.	Under	Control,	Mvt.	1,	mm.	41-45. 
 There are several meter changes throughout the piece, so great care must be taken in 
ensuring the eighth note pulse remains constant throughout. Except for occasional ritardandos 
and the introduction to the second movement, the pulse does not change. Two reminders are 
given in the first two pages to always keep the eighth note the same, in measures 24 and 66. 
	
 As seen above, measure 65 is the first time in the piece that forte is seen. Though this 
should be brought out, room must still be left for upcoming fortissimos. There is one more forte 
in measure 70, and then a fortissimo in measures 72 and 75. The crescendo into and downbeat at 
measure 75 should be considered the climax of the introduction, and need to be brought out as 
the most intense part so far. Though the performer should be careful not to overplay the pan, the 
downbeat of 75 should be played as loud as possible to highlight the fortissimo and emphasize 
the climax. There are no dynamics above fortissimo throughout the piece, so it may be 
considered the loudest the performer is able to play. 
 The crescendo leading into measure 75 consists of sixteenth notes, which need to be 
played clearly to make the crescendo effective. Though it starts at a mezzo forte, I suggest 
playing it at mezzo piano to more closely match the piano before it and to leave more room to 
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grow into fortissimo. As for the sticking, I found that using the right hand for the first two notes 
and alternating the rest has enabled me to play clearly. 
	
Figure	3.	“Under	Control,”	Mvt.	1,	mm.	74-75	with	sticking	
		 Beginning in measure 70, dead strokes are played to dampen the previous notes. 
Throughout the piece, dead strokes are notated in different ways, depending on their purpose. 
Normally they are notated with a staccato mark, with the initials D.S. to accompany it. These 
should be audible. If there is a rest or “X” noteheads with the word “dampen” above them, it 
means to push into the notes with the mallets to silence the notes rather than to play an audible 
dead stroke. It should be noted that the pan should always be dampened with the mallets in this 
piece, never with the hands.  
			
	
	
	
	 The next section, marked “B,” starts at measure 76, and expands on the motives 
presented in the introduction. The central pitch is still D, though more melodic material is 
introduced, as seen in measure 89 (see figure 5). The same conrasting dynamics are present, as 
well as more dead strokes as explained above. Thus, this section should be approached in a 
similar manner to the introduction while caring for the new melodies. 
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Figure	5.	"Under	Control,"	Mvt.	1,	mm.	89-91	
	 The melodic material consists primarily of rising figures, which later expand to serve as 
the primary motive for the piece.	Each of these figures has phrase markings above them, which 
must be expressed through performance. Because the percussive nature of the steel pan makes it 
difficult to connect phrases like other instruments, Martinez and I decided that the best way to 
emphasize the phrases is to put a slight emphasis on the first note of each one, like a tenuto mark. 
In my personal score, I have added tenuto marks at the beginning of these phrases to help me 
remember to emphasize them.  
	
Figure	6.	"Under	Control,"	Mvt.	1,	mm.	92-96,	original	
	
Figure	7.	"Under	Control,"	Mvt.	1,	mm.	92-96,	tenuto	marks	added		
	 The B section concludes with a crescendo from forte to fortissimo, with both hands 
playing at the same time. I play the moving line at measure 105 with my left hand and the 
moving lines in measures 106 and 107 with my right hand, which keeps the stationary note 
played by the hand that is naturally near where the pitch is located. The end of measure 107 to 
measure 110 has one hand playing the skirt with the shaft of the mallet, while the other hand 
plays pitches. I suggest the pitches to be played with the right hand, because of the D which is on 
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the right side of the pan. The accents in measure 110 should be played as strongly as possible 
without damaging the pan, and though it is not written, a slight ritardando may be applied here to 
increase the intensity. 
	
Figure	8.	"Under	Control,"	Mvt.	1,	mm.	105-111	
	 The next section, labeled “C,” transforms the motives into primarily five note rising 
figures. As stated above, the phrases should be brought out by emphasizing the first note of each 
phrase. In addition, when the motives are repeated except for one or two notes being changed, 
those notes should be slightly brought out to emphasize the change. This emphasis should not be 
considered an accent, but slightly less than a tenuto in order to keep it as part of the original 
phrase rather than starting a new one.  
Figure	9.	"Under	Control,"	Mvt.	1,	mm.	112-116,	original	
Figure	10.	"Under	Control,	"	Mvt.	1,	mm.	112-116,	tenutos	and	emphasized	notes	added	
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 Though most of the stickings in this section can be chosen based on the performers 
preferences, there are a few bars in this section where provided stickings may be useful. These 
sections are measures 122-128, 139-140, and 145-151. The stickings that I have chosen for 
myself are shown below.		
	
	
	
	
Figure	11.	“Under	Control,”	Mvt.	1,	mm.	122-128	with	stickings	
	
	
	
	
Figure	12.	"Under	Control,"	Mvt.	1,	mm.	139-140	with	stickings	
	
	
	
	
	 	 	 																																																														
Figure	13."Under	Control,"	Mvt.	1,	mm.	145-151	with	stickings	
 One should note the accents in contrast with the beginnings of the phrases in measures 
145-151. Though the phrases should be brought out as explained before, the accents need to be 
played as regular accents apart from the phrases. This results in a form of counterpoint, with the 
accents providing one melody and the regular phrases providing another.  
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 Measures 158-160 consist of two-note chords alternating with the pitch D. Because the 
chords are far in distance from the D, the performer must practice the physical movement 
required to move between the notes quickly while not striking them too hard. This is most 
important in measure 158, which has the furthest distance to cover. As for the stickings, I 
recommend the right hand to play all the D’s as well as the E flat in measure 158, the A in 
measure 159, and the E in measure 160. I have chosen these notes because they are closest in 
proximity to the D in each chord.  
 
 
 
 The next section, labeled “F,” begins at measure 164 and continues with the rising five-
note motive and additional two-note chords. Measures 174-176 and 181-186 contain rather 
difficult passages, due to the unidiomatic writing and accent placements. The sticking I have 
chosen for these measures is shown in figures 15 and 16, and the performer should take care to 
bring out the accents in their proper relationship to the other notes.  
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Figure	14.	"Under	Control,"	Mvt.	1,	mm.	158-160 
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Figure	15.	"Under	Control,"	Mvt.	1,	mm.	174-176	with	stickings 
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Figure	16.	"Under	Control,"	Mvt.	1,	mm.	181-186	with	stickings 
 It should be noted that these stickings include double strokes with an accent on the 
second note. Though this is not normally ideal, I have found it to be the best option for myself 
based on the difficulty of these passages. Should the performer choose to follow these stickings, 
they should practice their double strokes to get a clear accent on the second note.   
 Measures 187-190 have another section with two-note chords alternating with single 
pitches, but here the chords are stationary while the single pitch moves. I suggest the left hand to 
stay on the Ab the entire time, while the right hand plays the Bb as well as the other single 
pitches. Having one hand play all the single pitches can ensure more evenness, for there are no 
dynamic changes or accents. 
 
 
The final section begins more or less with the same material seen previously, though 
when the rising 5-note motive reappears in measure 206 there are additional accents to break up 
the phrases. It is marked in the score to play the accents slightly en dehors to clarify the groups, 
which when applied means to emphasize them to ensure that they construct new phrase 
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Figure	17.	"Under	Control,"	Mvt.	1,	mm.	187-190 
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groupings rather than the same ones heard previously. 
	
Figure	18.	"Under	Control,”	Mvt.	1,	mm.	206-207 
Measures 222-224 is another example of unidiomatic writing, and is the most difficult 
passage for me personally in this movement. It is difficult to come up with a single sticking that 
lays well for the entirety of the section, so I chose one based on what enabled me to play it more 
comfortably than the other options. As stated above, care should be given to bring out the 
accents.  
	
	
	
	
Figure	19.	“Under	Control,”	Mvt.	1,	mm.	222-224	with	stickings 
Most of the rest of the movement has similar characteristics to what has been seen before, 
and much of what has already been discussed can be applied as well. The last section worth 
mentioning is measure 233-239 (see figure 20). Each of the notes should be brought out clearly, 
especially the accents. Though there are no accents in measure 236, the notes in the upper 
register can be brought out more than the notes in the lower register, simply because the natural 
acoustics of the steel pan require the higher notes to be hit harder to be heard equally to the lower 
notes. Measure 238 is marked ben marcato and pochissimo ritardando, so must be played clearly 
to finish the movement with the intensity that has been built throughout.		
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Figure	20.	"Under	Control,"	Mvt.	1,	mm.	233-239	with	stickings	
The second movement keeps much of the same thematic material as the first movement, 
though several extended techniques are added and the material is modified to be more complex 
in various ways. To have quick access to the additional beating implements, a trap table needs to 
be kept near the performer. I have chosen to place it on my right side, though ultimately the 
placement depends on the performer.  
The introduction is unmetered, with the pitch durations ultimately up to the performer, 
though each phrase is marked to be completed in ten seconds. The hollow noteheads should be 
held longer than the filled noteheads, but other than that there is no specific rhythm. One hand 
should hold a wire brush, which rubs the underside of the pan in a circular motion, while the 
other hand holds a marimba mallet. The mallet does not hit the notes themselves, but hits the rim 
of the pan above the notes (see figure 22). This produces harmonics in addition to a faint tone. 
The last D, which isn’t located on the rim, should be hit right outside the note to get the desired 
harmonics. I recommend the right hand to hold the brush and the left hand to hold the mallet, for 
it makes later transitions and playing easier. The crescendos and decrescendos mark the phrases, 
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so they should be brought out. The crescendos for the brush are achieved by rubbing the pan 
faster. 
	
Figure	21.	"Under	Control,"	Mvt.	2,	mm.	1	
	 The introduction ends with a whole note in the left hand, followed by a brief fermata. 
This allows for the left hand to put down the marimba mallet and pick up a steel pan mallet, in 
preparation for the next section. The right hand is still rubbing during this transition, so care 
should be taken to keep the motions consistent while changing mallets in the left hand. Though 
the fermata does traditionally signify a long pause, the composer has expressed that it should be 
kept as short as possible to keep the piece moving. Thus, the fermata should perhaps be treated 
more as a failsafe in case the transition between mallets does not go smoothly.	
	
Figure	22."Under	Control,"	Mvt.	2,	mm.	4	
 The left hand, with the steel pan mallet, plays material that is like the introduction of the 
first movement. The right hand, however, plays an accented rhythm on the skirt of the pan. The 
brush should strike in the middle of the skirt rather than on the edge, to get more resonance. As 
for the strokes themselves, the composer has specified that they should be similar to the strokes 
used to play a guiro; They should use up and down motions, be short and quick, and be pressed 
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into the skirt for a more staccato sound. Other than the added brush rhythms, the left hand should 
follow the same guidelines as explained in the introduction to the first movement.  
	
Figure	23.	"Under	Control,"	Mvt.	2,	mm.	5-8	
	 The next transition begins at measure 34, when the left hand puts down the mallet and 
picks up a chopstick. Because the right hand plays specific rhythms here, the transition is more 
difficult and may take longer. To account for this, measures 36 and 37 may be repeated as many 
times as needed until the performer is ready to move on.  
  
  
 
 
At measure 38, the left hand begins playing with the chopstick. It plays sections of an 
ostinato that will appear later, and alternates with rhythmic materials played with the brush. 
There are several switches between the hands here, so one must watch for the graphics which 
represent their respective implements. In addition, one must watch for the noteheads marked 
with an “X,” which signify the skirt rather than an actual note. Measure 46 does not have an 
implement marked to it and is unclear as to what hand to use, but I have used a brush because it 
coincides with the stem directions written before and after. When the brush has a roll written for 
& 85 42
5
.œ œ¿
> ¿ ¿ ¿> ¿
p Rhythmic, yet distant and hypnotic. u
m
on the skirtπA q = 144
.œ œ¿
> ¿ ¿ ¿> ¿ .œ œ¿
> ¿ ¿ ¿> ¿ ¿3 .œ œ¿
> ¿ ¿ ¿> ¿
& 42 85 86
9 ¿˙> ¿ ¿ ¿> ¿ ¿3 3
e = e always
œ Jœ>
œ¿
> ¿ ¿ ¿> ¿ .œ œ¿
> ¿ ¿ j¿ ¿> ¿ ¿3 3
F
.œ œ¿ ¿ ¿ ¿
> ¿
π
π
.œ œ¿
> ¿ ¿ ¿> ¿ ¿3
& 86 85 87 85
14
.œ .œb¿
> ¿ ¿ ¿> ¿ ¿
p
.œ œ¿
> ¿ ¿ ¿ ¿ ¿3 .œ œb œ. ‰
¿> ¿> ¿> Ó
F
F
D.S.
.œ œ¿ ¿ ¿ ¿ ¿ ¿p
π
&
18
.œ œ¿
> ¿ ¿ ¿> ¿ .œ> œ
¿ ¿ ¿ ¿ ¿ ¿ ¿ .œ œ¿
> ¿ ¿ ¿ ¿ ¿3 œ Jœ œ
¿ ¿ ¿ ¿ ¿ ¿3 .œ Jœ. ‰
¿ ¿ ¿ ¿ Œ
F
F
& 86
23
.œ Jœ. ‰
¿ ¿ ¿ ¿ Œ
f
f
.œ œ Jœ
¿> ¿ ¿ ¿ ¿ ¿ ¿
F
.¿˙
> ¿ ¿ ¿ ¿ ¿ ¿ ¿4 .œb .œ¿ ¿ ¿ ¿ ¿ ¿
& 85 86
27 .œb ‰ œ
2
¿ ¿ ¿ ¿ ¿ ¿ ¿4 .¿˙ ¿ ¿ ¿ ¿
2
.œ œ¿ ¿ ¿ ¿ ¿p
p
.œ œ¿ ¿ ¿ ¿ ¿ ¿
3
.œb œ œ œ¿ ¿ ¿ ¿ ¿ ¿ ¿ ¿
4
F
& 85 43 85
32 .œb œ œ
2
¿ ¿ ¿ ¿ ¿ ¿ ¿ ¿4 .œb œ œ œ¿ ¿ ¿ ¿ ¿ ¿
2
.œ œ¿
> ¿ ¿ ¿> ¿ ¿3
D.S.π
π
¿
> ‰ ¿> ¿ ¿ ¿
> ‰3
turn the page 
while still playing
Under Control - 10
& 85 .. 43 .. 85 42 8536 ¿
> ¿ ¿ ¿> ¿ ¿3
F
Grab one chopstick while playing the ostinato
Vamp as neeed. When ready keep going.
B ¿> ‰ ¿> ¿ ¿ ¿> ‰3 .¿æ ¿æ
œb œb œ œb ‰g
p
(still on skirt) same 
hand as before
p
¿˘ ¿. ¿. ¿˘ ¿.
D.S.
π
¿˘ ¿. ¿. j¿˘ ‰
3
& 85 43 85 43 87
41
.œæ œæ
œb œb œ œb ‰g
p
œ œ œ œ œ
5mF p
œb œb œ œb ‰
gp
g
R¿
r¿ R¿
r¿ R¿
r¿ R¿
j¿>
5
m
Fp
œb œ œ œ œ
5gF p
& 87 45 85 43
46 ¿˘ ¿. ¿. ¿˘ ¿. ¿. ¿˘ ¿.
3
π
D.S.
R¿
r¿ R¿
r¿ R¿
r¿ R¿
r¿ R¿
r¿ R¿
r¿ R¿
r¿ R¿
r¿ R¿
r¿ R¿
r¿ ¿
5
5
5
5
g
m
F np
œb œb œ œb ‰g
p
& 43 85 .. ..49 œ œ œ œ œ
5mF p
œ œ œ œ œ
5F p
g œb œb œ œb œb
Grab two steel pan mallets while 
playing the ostinato. Vamp as neeed.
p
œb œb œ œb œb
&
53
.œ œ
œb œb œ œb œb
F7&
p
C
.œ œœ
œb œb œ œb œb .œ œ
œb œb œ œb œb
Jœb œ Œ
œb œb œ œb œb œ Jœ ‰ œ
œb œb œ œb œb
&
58
œ œ œ Jœœ. ‰
œb œb œ œb œb
f
.œ œ
œb œb œ œb œb
F
.œ Rœœ
rœb
Rœœ
rœ
Rœœ
5
œb œb œ .œ œ
‰ œb œ œb œb
f
(p sempre)
œ œ œ œ œ
œb œb œ œb œb
Fp
&
63
œ Jœ> œ
œb œb œ œb œb œ œ œb Œœb
œb œ œb œb œ œ œ œ
œb œb œ œb œb
F
œ œ œb Œœb
œb œ œb œb .œ œ
œb œb œ œb œb
Under Control - 11
Figure	24.	"Under	Control,"	Mvt.	2,	mm.	34-37 
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it, the roll is achieved by rapidly rubbing the note or skirt back and forth. 
	
	
Figure	24.	"Under	Control,"	Mvt.	2,	mm.	38-43 
	
Figure	25.	"Under	Control,"	Mvt.	2,	mm.	46-47 
Beginning in measure 51, the chopstick primarily plays a five-note ostinato in the high 
register of the pan, and the notes are arranged so that the hand essentially moves in a circle. 
Because of this, it is easier to memorize and more attention may be given to the right hand which 
has more melodic material. It should also be noted that measures 51 and 52 are another transition 
that may be repeated as many times as possible to allow the right hand to pick up two steel pan 
mallets (see figure 27). Because this transition has specific pitches, unlike the previous transition, 
more care must be taken for accuracy while picking up new mallets.  
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Figure	26.	"Under	Control,"	Mvt.	2,	mm.	51-52	
	 Though pannists have different ways of holding two mallets with one hand, I prefer to 
use the Stevens grip, which is commonly used to play the marimba. This is partly because I am 
already used to it, and also because I find that holding the second mallet with only the little 
finger, as other pannists prefer to do, does not allow for as much control. One caveat to using this 
grip is that steel pan mallets are much shorter than marimba mallets, and even more length must 
be sacrificed in order to hold the mallet properly with the ring and little fingers. Thus if the 
performer decides to use the Stevens grip, they must practice striking with the outside mallet to 
get a full, resonant tone anywhere on the pan.  
 Like the previous section, the melodic material is played underneath a steady ostinato, 
which is the five-note phrase played with the chopstick this time. The melodic material is again 
taken from the first movement, and at times intersects with the chopstick ostinato, which is 
sometimes broken up (see figure 28). Besides the chords which require both mallets, the two 
mallets may be used to the performers advantage to move the hand less. An example of this can 
be found below in measures 76 and 77 (see figure 29), where the notes on the left side of the pan 
can be played with the inside mallet and the notes on the right side can be played with the 
outside mallet.  
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Figure	27.	"Under	Control,"	Mvt.	2,	mm.	58-60	
	
	
Figure	28.	"Under	Control,"	Mvt.	2,	mm.	76-77	
	 There are times in this section where the right hand needs to move under the left hand to 
play the correct notes. While it may not be ideal regarding technique, I suggest both moving the 
left hand up a little and moving the entire body to the left for these parts. Because the left hand 
plays an ostinato pattern and the chopstick timbre is already thin, it is not as important to get as 
full a sound as one could achieve with the hand placed lower. If the body is moved to the left, the 
problem is mostly eliminated, though the performer needs to reorient themselves to play 
correctly. Because the sections where this is required are short, I find that a complete 
reorientation is unnecessary, and the maneuvering can be done easily if practiced. Two of the 
most problematic sections are shown in figure 30. 
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 Following this section is yet another transition, this time to a brush in each hand. Two 
sets of two repeated bars are given, one for each hand. Like the transitions before this, it needs to 
be practiced so that the rhythm and dynamics stay constant while moving the other hand. 
Following the transition, the section with two brushes is short, yet difficult. Because of the thin 
timbre and wide striking area of the brushes, note accuracy is more forgiving. However, the 
writing is unidiomatic and awkward to physically play with the arms and hands. I have found the 
sticking below to work best for me throughout these measures.  
	
	
	
	
Figure	29.	"Under	Control,"	Mvt.	2,	mm.	98-106	with	stickings	
	 Following this are a few measures of the brushes playing directly on the skirt. Though it 
is largely for timbre, it should still be expressive of dynamics and show intensity. Though 
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Figure	30.	"Under	Control,"	Mvt.	2,	mm.	64	and	97 
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crescendos are only written in measures 111 and 112, I add a slight crescendo in measures 107, 
108, and 110 to make them more phraselike. The page turn and transition to two chopsticks in 
measure 113 need to be practiced to make the transition as quickly as possible. It should be noted 
that the instructions for measure 113 specifically include the page turn, which shows that even 
nonmusical elements of performance should be considered part of the piece to highlight the 
general atmosphere and gradual building of the work.		
	
Figure	30.	"Under	Control,"	Mvt.	2,	mm.	107-113	
	 Following this transition is the final section of the piece, played with chopsticks, and 
which allows the performer to choose the order in which to play the written material. Each 
system begins with a few measures that can be repeated as many times as possible, followed by 
two options, marked “a” and “b.” The performer chooses one option, plays it only once, then 
follows the arrow to the following measures, which can be repeated as many times as desired. 
Following this, the other option that was not chosen is played once to connect to the next system. 
The first system is shown in figure 33 as an example: There are three systems total that work the 
same way with an additional closing system that works differently.		
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Figure	31.	"Under	Control,"	Mvt.	2,	mm.	114-118	
	 As seen above, measures 114 through 116 have a repeated rising four-note motive that 
varies only slightly. This motive is repeated throughout the conclusion, and most often should 
have a double stroke sticking applied, with the right hand playing the D and A. The only 
exception to this sticking is in measures 121 through 123, which should have an alternating 
sticking beginning with the right hand because of the presence of the B natural rather than the B 
flat. 
	
Figure	32.	"Under	Control,"	Mvt.	2,	mm.	121-123	
	 These modules have widely varying expressions. While the repeated sections are rapid 
and loud, the options are soft and sometimes sparse. One option is simply a bar of rest, which is 
perhaps the ultimate contrast to the preceding material (see figure 35). Though the options are 
softer and slower, they should still show intensity and energy if played well. Timing, as well as 
body language, are essential to keeping the energy up and the piece moving forward.  
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Figure	33.	"Under	Control,"	Mvt.	2,	mm.	125	
 The conclusion of the piece consists of four modules that may be played in any order, but 
may only be repeated once for each time it is played (see figure 36). Though not specified, the 
rhythms with “X” noteheads should be played on the rim of the pan rather than the skirt, as 
notated and seen in measure 117b above. The accompanying directions are clear; the modules 
should be played for around forty seconds, then one should be chosen and played for around 
twenty seconds while applying a steady ritardando and diminuendo. The piece should end with 
complete silence. If done correctly, this section provides the feeling of going nowhere, which 
stands in contrast to the intensity and propulsion that should be present in the rest of the piece. 
The ending should be unsatisfying, with the listener only knowing that it ends because the 
performer has stopped playing.  
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Figure	34.	“Under	Control,”	Mvt.	2,	conclusion	
	 Overall, “Under Control” is a rewarding piece for pannists looking for a difficult and 
flashy solo. The contrasts in dynamics and constant intensity provide a technical challenge for 
the performer, as well as a way to see how well they can show nuance. The unidiomatic writing 
makes the performer think of creative solutions to play the materials, and provides a fresh 
addition to a literature filled with pieces written by pannists with similar compositional devices. 
As my first pan commission, it was exactly what I was hoping for: a challenging yet musically 
sound piece written by a composer thinking about writing music rather than simply writing a pan 
solo.  
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“Canboulay” by Kyle Shaw  
I met Kyle Shaw shortly before I began my studies at the University of Illinois. We first 
met through attending the same church, and then periodically saw each other at school. We 
worked together in the Illinois Modern Ensemble (IME), a university ensemble dedicated to 
playing new music by both student and professional composers. In May of 2016, he approached 
me and proposed writing a concerto for steel pan and chamber orchestra, which would be 
premiered by IME in February 2017. Recognizing how good of an opportunity this was, I 
immediately accepted and began working with him to show him how the instrument works. We 
decided that it would be written for lead pan, and that due to time constraints for both of us, it 
should be able to be learned in just two to three months. He periodically sent me samples of his 
writing to confirm the playability, and the full pan part was completed in December 2016, a 
couple weeks after my daughter was born.  
Though I only had a little over two months to learn a concerto in addition to caring for 
my wife and newborn daughter, I marveled at how well the pan part was written to accommodate 
my exact situation. Most of the stickings were straightforward, the passages laid well on the pan, 
and it looked and sounded difficult on the surface while really being relatively easy. 
“Canboulay” was premiered on February 15th, 2017, as part of an Illinois Modern Ensemble 
concert featuring works by students and faculty of the University of Illinois at Urbana-
Champaign. In November 2017, a piano reduction of the orchestra accompaniment was 
completed. 
The concerto is short and only one movement, though it can be divided into three main 
sections. The first section could be considered the first “movement,” and has an orchestral 
introduction, harmonic tension, and multiple meter and tempo changes. The second section, or 
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“movement,” is a lullaby, with lush harmonies, sweeping melodic lines, and an overall pleasant 
feeling. The last “movement” is energetic and upbeat, symbolizing the hope that humanity still 
has to overcome their racial challenges.17  
From the beginning to measure 33, the pannist sparingly plays on the skirt of the pan. 
This should be done with the rubber tips of the mallets, and because there are no pitches in this 
section, the skirt may be played on both the left and right sides, where the hands are naturally 
located. Though it is easy to dismiss this section as unnecessary, the timbre and overtones that 
come from the dynamics blends with the rest of the orchestra and add to the general feeling of 
tension and mystery. The performer should take care to follow the dynamics closely, as well as 
to allow the pan to resonate as much as possible. 
	
Figure	35.	"Canboulay,"	mm.	1-2	
	 Like most concertos, there is a lot of resting for the soloist here. Because there are so 
many meter changes, the soloist should know the rests as well as the notes so as not to get lost. 
They should know what the orchestra is playing, watch the conductor, and count carefully. There 
are not as many rests as other larger concertos, but the orchestral writing is more complex than 
traditional concertos, so it is more difficult to find downbeats simply through listening. Though it 
should not be a novel idea, the soloist needs to take the rests as seriously as the notes they play.  
 After the introduction and skirt playing, the soloist begins playing notes at measure 33. 
One of the first things that one may notice is the chromaticism present. Despite the 
																																																						
17 More information about the symbolism of the work can be found in the program notes in the 
appendix. 
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chromaticism, the notes are configured in a way that makes the sticking easy; the entire second 
page can be played simply by alternating the right and left hands. This will be difficult if the 
performer is unfamiliar with the layout of the pan and uncomfortable with chromaticism, but an 
experienced pannist should have few to no problems playing it besides learning the music.  
	
Figure	36.	"Canboulay,"	mm.	37-42	
 The notes beginning on beat four of measure 43 continue with the chromaticism, as well 
as cover almost the entire range of the pan. This, coupled with a constant stream of sixteenth 
notes, looks daunting upon first sight, but I have found it easier to play when thinking of the 
physical location and order of the notes on the pan itself. Though the notes move quickly, the 
hands stay in relatively small areas and do not move much except to strike the pan. I have 
illustrated this below with diagrams of the played areas and movements of the hands. Because it 
is written this way, I suggest that while learning the notes the performer should memorize the 
patterns for physical movement as well to make it easier to master.		
	
	
	
Figure	37.	"Canboulay,"	mm.	43-45	with	corresponding	movement	
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Figure	38.	"Canboulay,"	mm.	46	with	corresponding	movement	
	
	
	
	
	
	
	
Figure	39.	"Canboulay,"	mm.	47	with	corresponding	movement	
	
	
	
	
	
Figure	40.	"Canboulay,"	mm.	53	with	corresponding	movement	
 Because these passages cover such a wide range of the pan, the performer should be 
mindful to use proper striking with each note. This primarily effects the high C and the notes 
above it. If each note is played uniformly, the high notes will not speak as loud as the lower 
notes and may go unnoticed. I suggest putting accents at these and other notes that may not 
resonate as well. An example of this is shown in figure 43, which covers almost the entire range 
of the pan.		 
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Figure	41.	"Canboulay,"	mm.	47	with	added	accents 
Beginning at measure 57, there are four bars of rest in which the performer should grab 
two additional mallets in a four-mallet grip. To grab them quickly, I prefer to have a trap table 
with the two extra mallets on them to the side of me. Like in “Under Control,” I use the Stevens 
grip because it gives me a better sense of control. Though four mallets are not technically needed 
until measure 71, the rest at measure 57 is the last break until then, making it the last opportunity 
to make the switch. If the performer desires to hold four mallets for the whole piece they may do 
so as well, though I find I play better with two mallets when four are not needed.  
 Measures 63 and 64 are the only measures in the piece that I have written in a sticking for 
myself, for everything else is written to be played straightforwardly. The triplet rhythm makes it 
slower than the other prevalent quick passage , so more attention can be given to the sticking if 
needed. I have written in my preferred double stickings below. 
	
Figure	42.	"Canboulay,"	mm.	63-64	with	stickings	
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 Measure 69 has the fastest part of the piece. Though it is quick, the notes are condensed 
into a small range and require minimal lateral movement. After the notes are learned, the 
performer need only work on their stroke speed and accuracy to play this part. I have found in 
my experience that it passes by quicker than expected, so practicing this part with a metronome 
is recommended. 
	
	
	
	
Figure	43.	"Canboulay,"	mm.	69	with	corresponding	movement 
  As mentioned above, measure 71 is where four mallets are needed. Though the chords are 
mostly not traditional major and minor chords, they fit well on the pan. In addition, the 
movement between chords is written to be easy and minimal. The largest challenge for me 
personally was determining mallet placement for each note of each chord, which can be chosen 
according to the performer’s comfort and preference. For measure 71, the right hand plays the B 
and F# and the left hand plays the D# and A#. The two dyads are right next to each other on the 
pan, so the mallets and hands do not need to be contortioned uncomfortably. The fifth and 
seventh chords of the measure use notes from the previous chords, so finding the new physical 
placements is not a problem. The only new placement that must be found in the measure is the F 
in the fifth chord, which accompanies the Bb that remains enharmonically equivalent to the A#.  
	
	
	
	
Figure	44.	"Canboulay,"	mm.	71	with	corresponding	area	
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	 Similar patterns may be found in all the measures containing chords of more than two 
notes. Changes are often only one nearby note, and are often simply transposed pitches still 
belonging to the original chord. Two examples may be found in measures 73 and 76. The high B 
in the second and third chords of measure 73 move to the E below it in the fourth and fifth 
chords, while the rest of the chord remains the same. These two pitches happen to be located 
right next to each other on the pan. The second and third chords of measure 76 contain the same 
pitch classes as the fourth chord, with the top two and bottom two notes simply switching places. 
On the pan, this translates to both hands moving toward the performer, as shown below.  
	
	
	
	
	
	
Figure	45.	"Canboulay,"	mm.	73	with	corresponding	area	and	movement	
	
	
	
	
	
	
	
	
Figure	46.	"Canboulay,"	mm.	76	with	corresponding	area	and	movement	
 One of the unique challenges that comes with playing four mallets on the steel pan is 
adapting the strokes to both match the shape of the bowl and ensure each note resonates equally. 
Unlike the marimba and other keyboard instruments, the hands must change positions for each 
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note to have a completely vertical stroke in relation to the pan. This is more manageable with 
two mallets, but becomes quite difficult with four mallets. The two notes that are played with one 
hand may be on different planes, which necessitates compromise to determine the stroke 
direction. In addition, the higher notes require much more force to resonate than the lower notes, 
which poses an additional challenge if two notes in the same hand are in drastically different 
ranges.  
 I have chosen to approach these challenges by focusing on projecting the highest notes, 
while taking advantage of the natural resonance of the lower notes. In the second and third 
chords of measure 73, the high B is played by the right hand along with the low E. Though they 
are far apart in range, they are physically located next to each other on the pan, which makes the 
chosen sticking a natural choice. The E is much more resonant than the B, so I focus more on 
striking the B. I do this by putting a slight twist in my wrist while stroking, making the inside 
mallet strike the B at a higher velocity than the outside mallet strikes the E. In addition, the E is 
physically more sideways than the E, so the mallet that strikes it hits it in a diagonal direction 
rather than a straight vertical direction. Normally this would be cause for concern, but because 
the E resonates so much better than the B, the weak stroke for the lower note and the strong 
stroke for the higher note tend to result in a good balance. Though the chords throughout the 
piece have different ranges and require different hand positions and stroke directions, applying 
this technique can help in ensuring the pitches are as audibly balanced as possible. 
	
Figure	47.	"Canboulay,"	mm.	73	with	discussed	pitches	circled	
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This section is interspersed with a motive that appears frequently in the pan part as well 
as the orchestra. It first appears in measure 61, and reoccurs in different transpositions 
throughout the piece. While the performer should focus on playing the quick notes and four-note 
chords well, they cannot neglect the motive when it appears though it is simple. It provides a 
familiar theme that the listener can recognize and follow, so it must be brought out every time it 
is seen to keep them interested. 
	
Figure	48.	"Canboulay,"	mm.	61,	motive	
	
	
	
	
	
 
Measures 82 and 83 have a passage that looks difficult, but like most of the passages in 
the piece, have a simple alternating sticking. If the performer is familiar with the pan layout and 
learns the notes, this section lays well and can be done rather easily. I simply start with my left 
hand playing the first Bb, then alternate from there. I would caution that, as stated earlier, the 
notes in the high register need to be brought out more to achieve balance. This includes the entire 
sixteenth note run at the end of measure 83, and the two C’s and C# in measure 82. This passage 
transitions rapidly between ranges, so other than the simple sticking, there is a challenge in 
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Figure	51.	"Canboulay,"	mm.	78-79	
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assuring that each note receives its proper stroke relative to their natural properties. 
	
Figure	49.	"Canboulay,"	mm.	82-83	with	high	notes	circled	
	 Beginning at measure 93, the tempo slows down and the rapid sixteenth-note passages 
change from jumping far distances between notes to more scalar runs. Though the notes are not 
always moving strictly up and down in motion, the overall shapes of phrases are more defined as 
moving up and down. This is first seen in measures 97 and 98, which begins with a simple 
downward run and then rises again, though it is not as linear as the passage moving down. 
Though it is more complex when rising, it still lays well and requires only a simple alternating 
sticking throughout.	
	
Figure	50.	"Canboulay,"	mm.	97-98	
	 Though the notes in this section do not always move in a linear manner, the motion of the 
hands on the pan tends to move inward and outward. This motion combined with the overall 
motion of the phrases can lead the performer to consider everything as rising and falling, and to 
interpret and project the playing as such. An example of this can be seen in measures 104 and 
105 (see figure 54), where each measure has a gradually falling and rising motion while the 
hands move outward and inward regarding the physical location of the pan.  
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Figure	51.	“Canboulay,”	mm.	104-105 
 Present throughout this section is another motive, though it is not as straightforward as 
the previous one. It generally consists of a rising motion beginning with three sixteenth notes, 
then three triplet notes, and ending with two eighth notes. Because each time this appears it 
differs in pitch relationships and rhythms, it is difficult to pinpoint an exact representative motive 
on which the others are based and modified. But it is present and occurring enough to be 
noticeable, so must be treated as a melodic contrast to the rapid flourishes and audibly brought 
out.	 
	
Figure	52.	"Canboulay,"	mm.	95-96	with	circled	motives	
	
Figure	53.	"Canboulay,"	mm.	101-102	with	circled	motive	
	
Figure	54.	"Canboulay,"	mm.	108	with	circled	motive	
	
Figure	55.	"Canboulay,"	mm.	114	with	circled	motive	
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 The last three measures that the pan plays in this section have been somewhat 
problematic for me, so I have suggestions in case other performers face the same problems. The 
last sixteenth notes in measure 127 contain a F and Bb dyad, which I hit with my left hand. 
Because the Bb is higher, it needs to be brought out more than the F. The F tends to be more 
resonant than the Bb, so the twisting motion I described earlier should be used here to ensure the 
Bb is heard. Measure 128 has an extreme accelerando and crescendo written for the high C#, 
which can easily be overplayed and make the pitch lose its tuning. I myself had to get this 
specific note tuned after I premiered this concerto, so be wary of overplaying it. Though measure 
129 is written as a whole note, the composer has instructed me that it is meant to be a single 
stroke on the downbeat. The note does not resonate long so it may be confusing, but the 
performer should be sure to play a single stroke instead of a roll.  
 
 
 
 
 
  
What follows is the slow “second” movement, where the lullaby is heard. Measure 132 
begins with a few bars of rest for the pannist while the orchestra plays. The soloist plays rhythms 
on the skirt like at the beginning, and begins playing melodic material at measure 153. The part 
begins with a rhythmic motive of a quintuplet followed by four sixteenth notes and three triplet 
eighth notes. This is modified in other measures, most often by augmenting the rhythms, but for 
the most part this pattern is present throughout the lullaby. While the range may seem large and 
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Figure	59.	"Canboulay,"	mm.	127-129	
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the quintuplets appear fast, the tempo as well as the layout of the pitches is friendly to the 
performer. Like the rest of the piece so far, the physical movements are simple and easy to learn.  
	
Figure	56.	"Canboulay,"	mm.	153-155	
	
Figure	57.	"Canboulay,"	mm.	157-158	
 One may notice that most of the dynamics here are decrescendos in each measure. Most 
of the phrases in each measure also move up, beginning in the low range and ending in the high 
range. This corresponds well with the natural resonance of the pan. If the performer were to play 
each note in a phrase with the same stroke, a decrescendo naturally occurs. Strokes need to be 
adjusted to match the exact dynamics, but overall the stroke patterns in these phrases do not need 
to change much to achieve the written decrescendos.  
 Four-note chords appear in measure 168 and follow a pattern of rising for four measures 
(see figure 62). Rather than a decrescendo like the previous phrases, these measures have 
crescendos. Because the high notes do not resonate well, they must be struck hard to achieve a 
fortissimo dynamic. The chords may look complex, but have the physical pitches located next to 
each other and simply move inward when they rise.  
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Figure	58.	"Canboulay,"	mm.	168-169	with	corresponding	area	and	movement 
 The last melodic part that the pannist plays in this section is a phrase that gets 
rhythmically faster as it moves down the range. Each time the rhythm changes the notes move 
lower, but are always a third apart, playing either F and A or C and E. The rhythms should make 
it sound like a naturally occurring accelerando, but the performer must be careful not to rush the 
tempo. The crescendo occurs naturally due to the resonance of the pitches played, but should still 
be brought out to emphasize the growth from piano to fortissimo.  
	
Figure	59.	"Canboulay,"	mm.	174-175 
 Following some more skirt rhythms and a gradual build-up and accelerando in the 
orchestra, the final “movement’ begins at measure 194 after a three measure introduction by the 
pannist. Within these three measures is another rhythmic motive, consisting of two sixteenth 
notes followed by an eighth note. When this motive appears it usually contains repetitive pitches, 
transposed to match the current tonal center. Though repetitive, this motive appears frequently 
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enough that it should be treated melodically. It is not as repetitive in the orchestral parts, but is 
still prominent and should be recognized there as well. 
	
Figure	60.	"Canboulay,"	mm.	192-193 
 Measure 194 begins with a flurry of notes that are somewhat repetitive but nonlinear. 
This pattern of writing continues to the end of the piece, transposed frequently and interrupted by 
short motivic and melodic material. It can be difficult to read these notes because of their 
nonlinear nature, but they are easy to remember once the pannist figures out the patterns and how 
they lay on the pan. Except for the first measure and occasional transition material, these patterns 
consist of one hand playing three note patterns and the other hand playing four note patterns of 
two repeated pitches. These patterns simply interlock, and the performer must simply figure out 
where each hand starts and when to transition to a new pattern. The first three patterns and their 
respective stickings are shown below.  
	
Figure	61.	"Canboulay,"	mm.	195-196,	with	individual	hand	patterns 
	
Figure	62.	"Canboulay,"	mm.	197-198	with	individual	hand	patterns 
	
Figure	63.	"Canboulay,"	mm.	199-200	with	individual	hand	patterns	
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	 Most of the rest of the piece has the same patterns in each hand, though sometimes the 
right and left hands switch their patterns. Besides the self-explanatory melodic and motivic 
material, 214 is the one busy measure that has a different pattern than the rest, where the hands 
move clockwise around the pan to get to the melodic material in measure 215. Though more 
difficult to figure out than the measures with repetitive patterns, the overall movement makes it 
easier to understand and execute.  
	
	
	
	
	
Figure	64.	"Canboulay,"	mm.	214	with	corresponding	movement 
 Measures 247 and 248 have a pattern that starts in the highest range of the pan and ends 
on a rolled whole note on the low F. While the high, quick notes should be played hard to make 
them project, the middle C pick-up note and F should be played cautiously so as not to overplay 
the pan. The two notes resonate well and because they are so large, they can be detuned and 
damaged easily if hit too hard. I suggest to play the beginning of the passage hard, and then to 
immediately pull back before the middle C and F and allow the natural resonance to fill the 
dynamics. Though the performer may not feel like they are playing the written dynamics, they 
should care more for the wellbeing of their instrument rather than playing too aggressively.  
 	
Figure	65.	"Canboulay,"	mm.	247-248	
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	 The last run of the piece is written with a decrescendo, which occurs naturally with the 
upward motion of the line. The performer should be cautious to not decrescendo too much, for 
the higher notes will not resonate as well and the phrase will sound unbalanced. The rest of the 
orchestra is dying down and doing an upwards glissando, so the high notes should be heard 
clearly. This is especially difficult with the high D and C at the end of measure 269, as well as 
the final note of the piece, which is also the highest note of the pan played at a piano dynamic. 
Like the high notes in previous passages, I suggest putting a slight emphasis on these notes to 
make them heard. The last note should be played louder than piano, simply because it is difficult 
to hear at any dynamic. It creates a nice crystalline effect with the rest of the orchestra if heard, 
so I would suggest playing as loud as mezzo forte if needed.  
	
Figure	66.	"Canboulay,"	mm.	269-270	with	high	notes	circled 
 Considering the circumstances in which “Canboulay” was written, rehearsed, and 
premiered, I have no hesitation in saying the part is very well written. Not only did Shaw 
understand my playing and reading skill level, he also knew how much I would be able to handle 
in a short period and balanced his writing accordingly. It is written in a way that looks and 
sounds flashy and difficult, yet when it is analyzed one can see that anyone familiar with the pan 
layout can learn it with relative ease. This is not to say that the concerto is easy, but rather that it 
can be prepared in a shorter time span than other concertos that may take several months to 
prepare. In addition, it should be noted that Shaw was not familiar with the pan until he wrote 
this, which highlights his dedication to carefully studying the instrument while writing fresh, 
original music rather than simply writing music and later seeing if it could be played feasibly.  
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 There are not many steel pan concertos out there,18 and the ones that are well known are 
either extremely difficult or inaccessible due to orchestration needs.19 “Canboulay” is a welcome 
response to a constant need among pannists for new, accessible concertos. It is less difficult than 
other concertos which makes it ideal for college students to learn, and the orchestration is much 
smaller than a standard orchestra, which makes finding performers and funding and managing 
logistics much easier. If playing with a chamber orchestra is not possible, the piano reduction 
still provides a tool for pannists to rehearse and perform the concerto in recitals and other events. 
These, combined with the overall musical quality, make “Canboulay” an excellent addition to 
concerto literature as well as to steel pan literature overall.  
“On the Cooler” by Daniel Bradshaw 
 Daniel Bradshaw is currently an assistant professor of composition and theory as well as 
the chair of the music and theater department at Brigham Young University-Hawaii, which is 
where I first met him in the Fall of 2010. While a student there, I took theory classes and 
orchestration from him, and even took private lessons in composition with him for two 
semesters. I enjoyed having him as a teacher, and was also impressed with his compositions.   
 While planning for my second doctoral recital at the University of Illinois, I wanted to 
commission another pan solo to premiere. I had brainstormed a list of composers that I knew 
both personally and through networking, but none appealed to me at the time. My wife suggested 
Bradshaw, and after some discussion about it, I asked if he would be willing to collaborate with 
me. He accepted, and began working on it. “On the Cooler” was finished and I received it in 
																																																						
18 I am referring here to concertos with orchestral accompaniment, rather than similar pieces for 
pan and percussion ensemble such as “Passageways” by Baljinder Sekhon. 
19 Two of the most currently well-known concertos are “Concerto for Steel Pan and Orchestra” 
by Jan Bach and “Beneath Lighted Coffers” by Andy Akiho.	
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October 2017, but due to other scheduling problems I was not able to program my recital to 
premiere it until much later. This gave me plenty of time to work on it though, which I soon 
came to realize would be needed. “On the Cooler” was finally premiered on September 1st, 2018, 
at the University of Illinois as part of my second doctoral recital.   
 The most difficult challenge with “On the Cooler” is to play delicately. There are quiet 
and fading dynamics everywhere, even in sections with fast notes physically placed far apart. It 
is tempting to play fast passages loudly simply because the speed required naturally results in 
loud dynamics, but the opposite must be achieved here. The fast passages are often quiet while 
the slow motivic materials are brought out.  
 This is seen as soon as the piece starts. The first sextuplet begins at piano and crescendos 
into a mezzo forte heard in the primary motive. I play this sextuplet with an alternating sticking 
starting with the right hand, which I find allows for better control of dynamics. The left hand 
notes are next to each other which makes them easier, but the right hand has to go from a Bb to a 
G and back to an Ab. The G is quite far from the Bb and Ab, which makes it difficult to play 
quietly at that speed. Similar sextuplets are played several times in the introduction, so I 
recommend practicing each of these figures alone. I try to accommodate the far distances 
through both applying tension in my grip to allow for less rebound and through moving to the 
new location quickly and stopping before striking so the speed comes from the wrist rather than 
the arm.  
	
Figure	67.	"On	the	Cooler,"	mm.	1-3	with	difficult	right	hand	notes	circled 
& 44 42 44œb œb œ œb œ œ
3 3
Precise q = 92 
p
œ> œ œ œ> œ œ œ œ>F F F
œ œ œ œ œ œ œ œ œ œ œ œb œ œb œ œb
3 3
p
& 44 43 44 435 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ œ œ œ œ œ ® œb œb œb
π
œ> œ œ œ> œ œ œ œ>F F F
& 43 83 449 œ œ œ œ œ œ œ œb
3
p
œb œ œb œ œ œ œb œ œ
3 3 3 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ
& 83 4413 œ jœ
> œb > œ œ œ œ œ œ
Fp
œb œ œ œ œ œ œ œ œb œ œ œb œb œ œ> œ œ œ>
3
π F F
œ œ œ
& 44 8317 jœ> œ jœ .˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ> œ œ œ>
F Fπ
& 83 44 8320 œ œ œ jœ> .œ jœ
> jœ ˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ œ œ> œ œ
3 3
Fπ
& 83 43 44 86 4424 œ> œ œ
F
jœ> .˙œb
>
œ œb > œ4
F
p p
Ó Œ ‰ ®
œb œ œbœb > œ œ œ œ
5p
œ> œ œ œ> œ œ
F F
& 44 83 43 83 4428 jœ> œ œ
> Óœb
>
œ œ œb > œ5
F
p p
œb > œ œb
> œ œ
5p p
jœb œ> œ œ
F
jœ œb > œ œ œ
4p
jœb œ> œ œ
F
On the Cooler
Daniel Bradshaw
Copyright © 2017 by Daniel Bradshaw, all rights reserved
for Soprano Steel Pan
Commissioned by Daniel Edwards
	 47	
  The primary motive can be heard several times throughout the introduction, and consists 
of a pattern of three notes as seen below. These notes are often followed by repeated fading 
eighth notes, though the number of eighth notes varies with each statement. Each new note first 
appears with an accent, which must be emphasized. The following notes must be much quieter 
than the accent, and should sound like a fading echo. The decrescendos must be noticeable, even 
if it is only for three notes. Overall it should sound like a three-note melody with each note 
taking a while to fade, like an electronic instrument with a reverb setting.   
	
Figure	68.	"On	the	Cooler"	primary	motive 
 The motive does not always appear alone or in the same transposition. Sometimes it is 
accompanied with countermelodies and grace notes, in different rhythms, and in different pitches 
and intervals. It appears constantly until the next section at measure 61, and should be brought 
out as melodic development. Below are some examples of the motive in different forms.  
	
Figure	69.	"On	the	Cooler,"	mm.	17-18	
	
Figure	70.	"On	the	Cooler,"	mm.	25-26	
& 44 42 44œb œb œ œb œ œ
3 3
Precise q = 92 
p
œ> œ œ œ> œ œ œ œ>F F F
œ œ œ œ œ œ œ œ œ œ œ œb œ œb œ œb
3 3
p
& 44 43 44 435 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ œ œ œ œ œ ® œb œb œb
π
œ> œ œ œ> œ œ œ œ>F F F
& 43 83 449 œ œ œ œ œ œ œ œb
3
p
œb œ œb œ œ œ œb œ œ
3 3 3 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ
& 83 4413 œ jœ
> œb > œ œ œ œ œ œ
Fp
œb œ œ œ œ œ œ œ œb œ œ œb œb œ œ> œ œ œ>
3
π F F
œ œ œ
& 44 8317 jœ> œ jœ .˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ> œ œ œ>
F Fπ
& 83 44 8320 œ œ œ jœ> .œ jœ
> jœ ˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ œ œ> œ œ
3 3
Fπ
& 83 43 44 86 4424 œ> œ œ
F
jœ> .˙œb
>
œ œb > œ4
F
p p
Ó Œ ‰ ®
œb œ œbœb > œ œ œ œ
5p
œ> œ œ œ> œ œ
F F
& 44 83 43 83 4428 jœ> œ œ
> Óœb
>
œ œ œb > œ5
F
p p
œb > œ œb
> œ œ
5p p
jœb œ> œ œ
F
jœ œb > œ œ œ
4p
jœb œ> œ œ
F
On the Cooler
Daniel Bradshaw
Copyright © 2017 by Daniel Bradshaw, all rights reserved
for Soprano Steel Pan
Commissioned by Daniel Edwards& 44 42 44œb œb œ œb œ œ
3 3
Precise q = 92 
p
œ> œ œ œ> œ œ œ œ>F F F
œ œ œ œ œ œ œ œ œ œ œ œb œ œb œ œb
3 3
p
& 44 43 44 435 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ œ œ œ œ œ ® œb œb œb
π
œ> œ œ œ> œ œ œ œ>F F F
& 43 83 449 œ œ œ œ œ œ œ œb
3
p
œb œ œb œ œ œ œb œ œ
3 3 3 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ
& 83 4413 œ jœ
> œb > œ œ œ œ œ œ
Fp
œb œ œ œ œ œ œ œ œb œ œ œb œb œ œ> œ œ œ>
3
π F F
œ œ œ
& 44 8317 jœ> œ jœ .˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ> œ œ œ>
F Fπ
& 83 44 8320 œ œ œ jœ> .œ jœ
> jœ ˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ œ œ> œ œ
3 3
Fπ
& 83 43 44 86 4424 œ> œ œ
F
jœ> .˙œb
>
œ œb > œ4
F
p p
Ó Œ ‰ ®
œb œ œbœb > œ œ œ œ
5p
œ> œ œ œ> œ œ
F F
& 44 83 43 83 4428 jœ> œ œ
> Óœb
>
œ œ œb > œ5
F
p p
œb > œ œb
> œ œ
5p p
jœb œ> œ œ
F
jœ œb > œ œ œ
4p
jœb œ> œ œ
F
On the Cooler
Daniel Bradshaw
Copyright © 2017 y Daniel Bradshaw, all rights reserved
for Soprano Steel Pan
Commissioned by Daniel Edwards
	 48	
& 44 42 44œb œb œ œb œ œ
3 3
Precise q = 92 
p
œ> œ œ œ> œ œ œ œ>F F F
œ œ œ œ œ œ œ œ œ œ œ œb œ œb œ œb
3 3
p
& 44 43 44 435 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ œ œ œ œ œ ® œb œb œb
π
œ> œ œ œ> œ œ œ œ>F F F
& 43 83 449 œ œ œ œ œ œ œ œb
3
p
œb œ œb œ œ œ œb œ œ
3 3 3 œ> œ œ œ> œ œ œ œ>F F F
œ œ> œ œ œ œ œ œ
& 83 4413 œ jœ
> œb > œ œ œ œ œ œ
Fp
œb œ œ œ œ œ œ œ œb œ œ œb œb œ œ> œ œ œ>
3
π F F
œ œ œ
& 44 8317 jœ> œ jœ .˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ> œ œ œ>
F Fπ
& 83 44 8320 œ œ œ jœ> .œ jœ
> jœ ˙œb
>
œ œ œb
>
œ œ œb
>
œ
F
p p p
œb œ œ œ œ œ œ œ œb œ œ œ œb œ œb œ œ œ> œ œ
3 3
Fπ
& 83 43 44 86 4424 œ> œ œ
F
jœ> .˙œb
>
œ œb > œ4
F
p p
Ó Œ ‰ ®
œb œ œbœb > œ œ œ œ
5p
œ> œ œ œ> œ œ
F F
& 44 83 43 83 4428 jœ> œ œ
> Óœb
>
œ œ œb > œ5
F
p p
œb > œ œb
> œ œ
5p p
jœb œ> œ œ
F
jœ œb > œ œ œ
4p
jœb œ> œ œ
F
On the Cooler
Daniel Bradshaw
Copyright © 2017 by Daniel Bradshaw, all rights reserved
for Soprano Steel Pan
Commissioned by Daniel Edwards
	
Figure	71.	"On	the	Cooler,"	mm.	35-37	
	
Figure	72.	"On	the	Cooler,"	mm.	40-41	
 Measures 9 and 10 have another rapid passage that must be played carefully. I play it 
with an alternating sticking except for a doubled left hand sticking between the first Bb and Ab. 
The dynamic is piano, and crescendos to a mezzo forte. This crescendo occurs almost naturally 
because of the speed at which it is played, but the performer must mind the piano dynamic at the 
beginning and not get too loud too fast. The right hand again covers a large distance between the 
Ab and the G and back, and must be careful not to accent the G as discussed above. 	
	
	
	
	
	
Figure	73.	"On	the	Cooler,"	mm.	9-10	with	sticking	and	difficult	right	hand	notes	circled 
 In measure 17 (see figure 78) appears a countermelody that is louder than the motive and 
precedes the pulse through grace notes. This appears several more times throughout the piece, 
such as at measure 21, and must be made more prominent than the motive. It is not only played 
at a louder dynamic, it is also much more sparse than the motive and creates an interesting 
contrast. 
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Figure	74.	"On	the	Cooler,"	mm.	17	and	21 
 More complex rhythms begin to appear in measure 25, such as quadruplets and 
quintuplets. The most common of these is a quadruplet that fills a measure of three beats, and a 
quintuplet that fills a measure of four beats. There are exceptions, but these two appear so much 
that they must be practiced carefully. The overall pulse must be kept constant, so the performer 
should practice these rhythms with a metronome and incorporate them accurately into the rest of 
the piece. They should be kept constant throughout, and there should be a noticeable difference 
between the quadruplets and the quintuplets. In addition, the eighth notes must be kept at the 
same pulse as the beginning, so the performer must be mindful not to rush through the simple 
sections. The rhythm changes so much during this section that it is easy to disengage and simply 
play an approximate rhythm, but the effect is much greater if the rhythms are constant and 
accurate.  
	
Figure	75.	"On	the	Cooler,"	mm.	25-32 
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 One of the quadruplets in measure 39 has an additional sextuplet replacing the last note. 
This is extremely fast, and must be kept in the same pulse as the rest of the quadruplet. I have 
used an alternating sticking here, though the performer is welcome to try an alternate sticking 
with doubles to see if it would work better for them. I use my right hand to play the F# to the F 
and back using the same technique described earlier with notes placed far apart. Because the 
dynamic is mezzo forte here, the notes can be hit harder, which feels more natural at speeds this 
fast.  
	
Figure	76.	"On	the	Cooler,"	mm.	39	with	difficult	right	hand	notes	circled 
 It is at this part that fast passages begin to become more a part of the melody and become 
more frequent. The sticking I use for the next fast passage after measure 39 has the right hand 
double two notes twice, and the rest of the fast passages until measure 50 use alternating 
stickings. There are large dynamic contrasts here as well between mezzo forte and piano, which 
must be minded. It is easy to lose focus on the dynamics because of the fast passages and 
complicated changing rhythms, but the contrast cannot be missed.  
	
Figure	77.	"On	the	Cooler,"	mm.	43-46	with	stickings 
 Measures 50 through 60 are filled with constant, rapid sextuplets. In addition, there are 
dynamics with crescendos and accented notes. Overall, it is the most difficult passage of the 
piece regarding technique. I recommend first learning the notes and the stickings, then practicing 
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note accuracy and clarity. After all the notes can be played at tempo, then add the dynamics and 
the accents. Because it is so intense it will be impressive to listen to if played accurately 
regardless of dynamics, but will be even more impressive is musical nuance is included as well. 
The section is shown below, with my stickings shown through double strokes.  
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Figure	78.	"On	the	Cooler,"	mm.	50-60	with	stickings 
 Measure 61 begins the next section and introduces the secondary motive as well. The 
eighth note pulse pattern returns, though there are more crescendos in addition to the fading 
decrescendos. The secondary motive is like the first motive by falling and rising, though it only 
falls by an interval of a second and rises by an interval of a third. It appears briefly in this 
section, followed by more iterations of the first motive. The second motive returns later in the 
piece, and is repeated much more then. 
	
Figure	79.	"On	the	Cooler,"	mm.	61-63 
	
Figure	80.	"On	the	Cooler"	secondary	motive 
 One may notice the tempo and accelerando markings in the above example as well. The 
first tempo marking at measure 61 begins abruptly and immediately after the fast section from 
measures 50 to 60. The breath mark after the first note allows for a slight pause, which can be 
used for the performer to recalibrate themselves and adjust to the new tempo and feel. There is a 
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danger in rushing this section because of the material that precedes it, but the tempo change must 
be realized and the accelerando accurate. There is later material that becomes fast again, so 
accelerating too fast will make this material more difficult to play.  
 The motive continues at measure 65, though it also comes doubled with pitches below it. 
These dyads continue until measure 84, and should be cared for the same way as the motivic 
statements at the beginning of the piece regarding dynamics. There are quarter rests that separate 
the motivic statements, and it is the composers wish that these rests be held longer than usual, as 
if they had fermatas written over them. This creates the effect of breathing between phrases, and 
keeps this section calmer and the piece overall from moving too quickly.  
	
Figure	81.	"On	the	Cooler,"	mm.	70-73	original	
	
Figure	82.	"On	the	Cooler,"	mm.	70-73	with	fermatas	added	
 The primary motive returns at measure 84, with fragments of the sextuplets from the 
beginning and more complex rhythms. The complex rhythms are more challenging here, for they 
are now polyrhythms with two iterations of the primary motive occurring simultaneously. This 
happens four times, with the quintuplet rhythms playing the motive starting on Bb and the 
common time rhythms playing the motive starting on A. Because the specific rhythms change 
each time, it is important that the exact relationships between the polyrhythms are known and 
executed correctly. The way they are transcribed on the page is helpful, for it shows the 
approximate relationships of the rhythms, but the performer should still practice effectively and 
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use external sources if needed to learn their exact relationships. A definite pulse can be felt with 
each rhythm, but may not be noticeable by the listeners if not played correctly. 
	
Figure	83.	"On	the	Cooler,"	mm.	84-87	
	
Figure	84.	"On	the	Cooler,"	mm.	90-91	
	
Figure	85.	"On	the	Cooler,"	mm.	99-100	
 Measures 110 to 112 (see figure 90) conclude this section with quintuplets on the low E. 
They begin with a piano dynamic, and decrescendo to pianissimo. There is also a ritardando in 
measure 112, which coupled with the decrescendo, creates an effect of fading to almost nothing. 
Because the beginning dynamic here is already quiet to start with, the notes near the end should 
be extremely quiet but still noticeable. The fermata on the last note can be held for a long time, 
allowing the music so far to settle with the listeners and to allow the performer to collect 
themselves before proceeding with the next section.  
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Figure	86.	"On	the	Cooler,"	mm.	110-112 
 Measures 113-125 have repeated eighth notes with a plus sign (+) marking printed above 
them. What this means is not written in the score, but Bradshaw explained to me that it means 
that the two notes placed on either side of the written note should be dampened with the hands. 
This effect mutes some of the overtones, creating a drier sound. There is some concern with 
tarnishing from bare hands touching the pan, which can be resolved through either wearing 
gloves or wiping the pan immediately after playing. I have chosen the latter, to feel more control 
over my grip and technique.  
	
Figure	87.	"On	the	Cooler,"	mm.	114 
 The dyads in measures 127-134 are marked with inverted carets, accompanied by an 
explanation that the articulation means to play with one mallet in the area between the two notes. 
This produces faint tones from each pitch, as well as overtones from other surrounding pitches 
and the pan itself. These areas should be struck harder than the written dynamics, for they are not 
naturally as loud.  
	
Figure	88.	"On	the	Cooler,"	mm.	127 
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 The primary motive appears again in measure 138, and is repeated in various 
transpositions overlapping each other. There is also a gradual accelerando through this section 
with a brief ritardando in the middle. I play each repeated pitch near the end with one hand rather 
than alternating to ensure a consistent sound. The tempo makes this a bit uncomfortable, but still 
very possible. The overall movement of the mallets and the pitches during this section moves in 
a clockwise direction around the pan, which will become more prominent later in the piece. 
	
Figure	89.	"On	the	Cooler,"	mm.	138-141	
 A new and contrasting section begins at measure 160, consisting primarily of sets of four 
notes played with triplet rhythms. Bradshaw expressed to me that the beginning of each triplet 
should be accented enough to be quite noticeable, though there are no articulations written. This 
emphasis will ensure the audience knows where the beat is, so they feel the time as four triplets 
in a measure rather than three sets of four sixteenth notes.  
	
Figure	90.	"On	the	Cooler,"	mm.	160-161 
 This section is mostly simple to play and understand until measure 181 when the pattern 
shifts to fragmented pitch sets. This part is fast, difficult, and unidiomatic, resulting in much 
difficulty regarding striking accuracy. I have found the best way to approach measures 181 to 
188 is to determine a rigid sticking pattern ahead of time and memorize the passage. Looking at 
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the pan itself can minimize striking inaccuracy, keeping the triplet pulse constant. The movement 
in measure 188 goes clockwise around the pan like the section at measure 138, though here it is 
more obvious and straightforward.  
	
Figure	91.	"On	the	Cooler,"	mm.	181-182	
	
Figure	92.	"On	the	Cooler,"	mm.	188	
 Measures 190 to 195 seem to be an abbreviated version of the section at measure 138, 
with overlapping statements of the motive and the same accelerando pattern but without repeated 
pitches. The fortissimo dynamic and accents on each note signify that these motivic statements 
should be played aggressively. This is the last time in the piece that the primary motive is heard, 
so the passage may be considered a final reminder of the motive in its pure form.  
	
Figure	93.	"On	the	Cooler,"	mm.	190-191 
 The circular motion around the pans comes to its most obvious manifestation beginning 
in measure 197, where a twelve-tone row is repeated by playing constant triplets around the 
lower octave. Though the written notes may look unfriendly, the performer needs to determine 
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simply which pitch to start on and whether to move clockwise or counterclockwise. Though this 
seems simple, the performer should be careful to maintain striking accuracy to ensure that each 
pitch resonates well below the later melodies.  
	
Figure	94.	"On	the	Cooler,"	mm.	197 
 Two measures later, the secondary motive returns and is repeated over the circular tone 
row (see figure 99). This may be considered the melody, so should be brought out more than the 
row. The written crescendos and decrescendos apply to the motivic melody, not the row, and 
should be slightly exaggerated. Though it is written in the music to switch hands in playing the 
row and the melody to avoid crossing, I have chosen to dedicate my right hand solely to the row 
and my left hand to the melody to ensure consistency. If the performer decides to do this as well, 
I recommend writing specific places in each measure where the arms cross each other and 
incorporating these movements seriously into their practice routine. The performer also needs to 
watch for when the row changes; Every few measures there is a rest and the row starts on a new 
pitch and may change direction (see figure 100).  
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Figure	95.	"On	the	Cooler,"	mm.	199-202 
	
Figure	96.	"On	the	Cooler,"	mm.	215 
 The row moves to the upper octave in measure 231 and is played much faster. The 
instructions on the music to drag the mallet over the notes does not produce enough sound, so I 
play it by tensing my hand enough to play repeated strokes and move it in a circle over the notes. 
The row does not need to be heard as written, and does not even have to be the exact rhythm. 
Because of its repetitive nature and dynamic, it may be treated as an effect to accompany the 
melody rather than a countermelody. The secondary motive moves below the row, and is played 
in quarter note triplets (see figure 101). The performer should ensure the dynamics of the melody 
are brought out, and periodically align the speed the row hand is moving so the G of the row 
lines up with beats one and three of each measure.  
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Figure	97.	"On	the	Cooler,"	mm.	233 
 The motivic melody ends at measure 263 while the row continues. I play the row with an 
alternating sticking in the written rhythm here, for it is now the only sound heard. The rests in the 
next few measures need to be counted carefully, and may feel too long because of the slow 
tempo. The piece seems to end through a process of fading, so keeping the tempo constant lends 
to the effect.  
	
Figure	98.	"On	the	Cooler,"	mm.	266-269 
 The effect of playing dyads by striking with one mallet between them returns in measure 
in measure 272 and continues until measure 280. There are accompanying crescendos and 
decrescendos which must be observed carefully to play musically. These dyads are followed by 
more iterations of the row, this time with accents over some of the notes. The accents are placed 
in irregular places, which keeps the row interesting despite being repeated so much (see figure 
103).  
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Figure	99.	"On	the	Cooler,"	mm.	277-282 
 The final section begins at measure 287, where the circular motion moves to the highest 
circle of the pan. Because there are only five pitches there rather than twelve, the rhythm is 
modified to hold each pitch longer. This circular motion is occasionally interrupted by a rising 
figure written as grace notes, which get quieter with each iteration. The first two should be 
played quickly and loudly, and should seem somewhat unexpected. The third and final one is a 
statement of the prominent sextuplet figure from the beginning, and should be played more 
slowly to ensure clarity so the listener can recognize it (see figure 105). It should also be played 
quietly, signifying a faint recollection rather than an obvious callback to the beginning. The final 
rolls on the high D should be played quietly and have the rests between observed carefully (see 
figure 106). If done correctly, the piece will gradually fade to nothing.  
	
Figure	100.	"On	the	Cooler,"	mm.	289-290	
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Figure	101.	"On	the	Cooler,"	mm.	295	
	
Figure	102.	"On	the	Cooler,"	mm.	301-303	
 Of the three pieces I’ve commissioned, I believe “On the Cooler” requires the most 
musicality. The piece is well constructed, maximizing motivic possibilities and using expression 
to bring it life. Though many parts seem repetitive, achieving the proper effects and articulations 
requires dedication and focus. Overall, it is much more difficult than it seems, yet is also 
extremely rewarding when played correctly. In addition, analyzing the piece to find each motivic 
statement, row, etc. not only results in a better performance; it is also good practice for the 
performer to refine their theoretical analysis skills.   
 I believe “On the Cooler” is an excellent addition to steel pan literature. It has solid 
compositional materials combining both idiomatic and aesthetic elements. It provides a challenge 
to even the most experienced pannist while still being accessible to performers and listeners. It 
has both subtle nuance for refined ears and quick, flashy passages to impress anyone. It is my 
hope that this solo is discovered by other pannists, performed often, and eventually enters the 
repertoire as a hallmark of quality pan solos. 
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CHAPTER 3: DISCOVERIES 
 Like most compositional mediums, one of the problems that pannists face in regards to 
accessible solos is that they simply do not know the extent of what is already available. Though 
there are far fewer pan solos than solos for other instruments, there are still quality options 
available for performance. Many pannists already know about sources and publishers such as 
Mau Mau Music, Pan Press, and Aki Rhythm Press.20 The music that these publishers offer is 
primarily written by pannists who are performers first and composers second, usually resulting in 
musically subpar compositions. The music of Andy Akiho has been a refreshing addition to pan 
literature, though pan recitals now tend to be saturated with his music, leaving little room for 
other works to be showcased. All of this results in the need for pannists to sift through what is 
readily available, known, and promoted to find the few compositional gems that exist for them.  
 This chapter focuses on four pieces that I have discovered and find to be compositionally 
sound and innovative. As of this writing they are not available through the well-known 
publishers, but can be easily obtained through the ways I describe below. I believe each of these 
pieces can be a refreshing addition to programs everywhere, and merit more performance by 
both students and professionals.  
“Iridescence” by Stephanie Pieczynski 
 I met Stephanie Pieczynski at the Great Lakes Steel Pan Festival in Woodstock, Illinois, 
in April 2017.21 The annual festival is organized by a non-profit called “Culture, Arts & Music,” 
directed by Matt Potts, and features clinics, master classes, guest artists, and a concert 
showcasing each band in attendance. One of the clinics I attended was by Pieczynski, who 
																																																						
20 https://www.andyakiho.com 
21 More information may be found at http://www.steelpanfestival.com	
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introduced herself as a professor of composition at Northern Illinois University as well as a 
pannist, and discussed her compositional approach to the steel pan and associated challenges. 
She primarily discussed writing for steel bands, though she said she had written duets for pan 
and other instruments as well. I immediately approached her afterward, introduced myself, and 
asked about her duets. She gave me her contact information, which I later used to communicate 
with her. She sent me two duets, “Iridescence” for pan and marimba, and “Earthshine” for pan 
and bass clarinet. I have chosen to focus on “Iridescence” due to the higher demand for duets for 
pan and marimba. 
 Both performers in “Iridescence” must watch and listen to each other carefully for the 
piece to work. There is not a steady pulse like in other duets that they can rely on, so they must 
know each other’s parts well enough that they can fit into each other. In addition, several parts 
require them to cue each other. Though I encourage chamber performance as often as possible, I 
recommend that this piece be played by performers who are more experienced in duet and small 
ensemble settings. In addition to playing the individual parts well, they must have strong 
communication with each other.  
 It begins slowly, with the marimba and pan essentially trading attacks and motives (see 
figure 107). Though each part has different rhythms, they do not occur at the same time. Because 
it has rubato as well, I suggest that the performers simply watch and cue each other rather than 
focus on a pulse. Though the performers should try to be somewhat accurate in the rhythmic 
relationships, it is not essential that they be exact. The pannist should watch for the septuplet 
motive in measure 5 and emphasize it, for it occurs repeatedly throughout the work. Though it 
appears fast, the overall tempo is slow enough that an alternating sticking should suffice and note 
accuracy should be exact. 
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Figure	103.	"Iridescence,"	mm.	1-6	
 Rehearsal marker “A,” located at measure 9, begins a new section that is more rhythmic 
and straightforward. The marimba is repetitive and can serve as a metronome for the pannist to 
listen to. Though the pan part is sparse, it is more melodic and could be considered the primary 
voice to the accompanimental marimba. There are accented attacks that occur in both parts in the 
final eighth note of measures 17 and 30, which may be more together if both performers cue each 
other. Measures 9, 17, and 30 have markings to dampen the B. Though they are also marked with 
staccatos, staccatos are located throughout the piece and do not all come with a note to dampen, 
so the two must not be associated. There are not specific instructions on how to dampen, so I 
suggest dampening with the mallet itself.  
	
Figure	104.	"Iridescence,"	mm.	16-19	
 Measures 31 through 40, marked “B,” are a pan solo. It primarily consists of two motives 
in different transpositions. The first motive is found in measure 31, and consists of two sixteenth 
notes, three sextuplets notes, and two more sixteenth notes. The second motive is a thirty-second 
note pattern that goes up and down repeatedly. Because the section is marked molto rubato, the 
motives do not need to be played strictly in rhythm and may be played quite slowly. The second 
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motive in all its transpositions allows for alternating stickings. Beginning each iteration of the 
second motive slowly and adding a quick accelerando followed by a ritardando adds a pleasant 
musical effect in addition to allowing for listening clarity.  
	
	
Figure	105.	"Iridescence,"	mm.	31,	motive	1 
 
 
 
 
 
 The solo ends at measure 40, where the pan plays an extended version of the second 
motive and is joined by the marimba. It may be difficult for the marimbist to enter perfectly, but 
the brief time playing together in addition to the trill in measure 41 allow for a relaxed rhythmic 
interpretation. The two measures here may be considered a transition between the rubato solo 
and the next mechanical section, so rhythmic inaccuracy may be forgiven.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure	106.	"Iridescence,"	mm.	32,	motive	2	
Figure	107.	"Iridescence,"	mm.	40-42 
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 “C” begins at measure 43, and has a similar structure to “A.” The marimba 
accompaniment is the same, though it has added melodic material as well. The steel pan plays 
some of the accompanimental material, making the two parts more contrapuntal than before. 
Because of this, it is not sufficient for the pannist to simply listen to the marimba for the time. 
The two performers must interact with each other more so the music stays together. The two 
parts create polyrhythms when played together, but the quarter note pulse is obvious enough that 
the performance should be fine if both players know where it is.  
	
Figure	108.	"Iridescence,"	mm.	45-48 
 Following “C” is a marimba solo, and the pan enters again at “E” in a slow chorale-like 
section. Most of the section involves trading attacks between performers, and this coupled with 
the slow tempo may make it tempting to somewhat disregard the tempo and rhythm. Though 
exact rhythmic accuracy may be forgiven here, the thirty-second note runs in both parts will be 
more effective if done in tempo. The runs are played twice in the section, and both performers 
begin them once (see figures 113 and 114). The second performer begins their run as soon as the 
first performer finishes, requiring both players to be synchronized in tempo so that there is 
continuity between both parts. Simple head nods or something similar that keeps both performers 
aware of the tempo will make this section effective and pleasing to listen to.  
	 68	
	
Figure	109.	"Iridescence,"	mm.	79-82	
	
Figure	110.	"Iridescence,"	mm.	88-89	
 Rehearsal marker “G” is one last iteration of the rhythmic section, though it is interrupted 
by the thirty-second note motive from “B.” The motive requires both performers to play at the 
same time, but because it is marked to be much slower it should not be a problem for them to 
play together. The marimbist begins the motive first, so the pannist should listen to them for the 
tempo. The rest of “G” is a repetition of the same ideas played previously. 
	
Figure	111.	"Iridescence,"	mm.	107-110 
 The conclusion begins at marker “H” with both parts playing the thirty-second note run 
from “E” at the same time. The motive is played together three times, with the third time being 
even slower than the first two. Each time is preceded by fermatas, so the performers should 
	 69	
practice starting at the same time, and rehearse them enough that the tempos are internalized 
enough in both individuals that the runs are synchronized. The rest of the conclusion is 
composed of slow melodies and chorale-like rolls, and the players again trade attacks. This 
trading and the slow tempo allows for some rubato.  
	
	
Figure	112.	"Iridescence,"	mm.	120-131	
  I find “Iridescence” to be both compositionally solid and an excellent piece for a duo to 
perform. The motivic development is interesting and the music is captivating. The contrasting 
sections of steady tempos, rubato chorales, trading melodies and quick motivic materials require 
the performers to practice not only their parts, but also how to rely on and work with someone 
else to achieve success. The duet can and should be played by professional performers, but I also 
think it is especially appropriate for university students to work on for the reasons I listed above. 
With the high demand for duets with pan and marimba, I am somewhat surprised that this piece 
has not received a lot of attention and hope that it can soon become more standardized.  
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“The Longest August” by Jonathan Scales 
 Jonathan Scales is currently one of the most influential figures in the steel band 
community. He is both a pannist and a composer, and performs frequently on the double tenor 
pans with his group named the “Jonathan Scales Fourchestra.” He is known for writing works 
with complex rhythm, meter, and harmony, and has performed and recorded with prominent 
musicians such as Victor Wooten, MonoNeon, and Béla Fleck. He has become well-known 
through his tours around the world and other projects he has participated in, such as participating 
in a TED conference.22  
 I found out about Scales through social media, on which he maintains an active presence. 
On an online discussion about steel pan solos, I discovered that he had written a solo for lead pan 
called “The Longest August.” I immediately contacted Scales, who responded by telling me that 
I was the first person besides the commissioner, Louis Raymond-Kolker, who had inquired about 
it. He sent me the music after taking some time to edit, and now has it available for anyone else 
interested in playing it.  
 “The Longest August” is relatively short and quick, showcasing the performers ability to 
play clear passages at fast tempos. Unlike most other pieces, playing “The Longest August” 
faster than the written tempo is acceptable. It begins with a sixteenth note run moving up and 
down, containing many of the motives that later appear frequently (see figure 117). The run may 
be played with an alternating sticking, starting with the right hand. Though the Ab at the 
beginning is placed on the left side of the pan, playing it with the right hand results in a more 
comfortable hand placement for the rest of the run. The first four notes are placed far enough 
apart that the crossover does not create much of a hindrance. 
																																																						
22 More information about Jonathan Scales can be found at his website, www.jonscales.com. 
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Figure	113.	"The	Longest	August,"	mm.	1 
 Following this run is a repeated Ab played in quarter and dotted quarter notes. 
Accompanying these are occasional interjections of downward moving notes in different 
rhythms. They are written as two different voices and should be played accordingly. Because the 
downward moving notes are more distinct, they should be brought out more than the repeated 
Ab. The accents in the Ab voice should not be neglected, but do not need to be overly 
emphasized either. It may be difficult to discern the rhythmic relationship between the two 
voices, in which case I suggest rewriting the parts as one voice and one rhythm. 
	
Figure	114.	"The	Longest	August,"	mm.	4	and	8,	original	
	
	
Figure	115.	"The	Longest	August,"	mm.	4	and	8,	rewritten	
 The run that begins the piece is then broken into four-note fragments, transposed, and 
interspersed among the repeated Ab’s (see figures 120 and 121). Each fragment can have an 
alternate sticking, and though the chromaticism appears difficult, they lay comfortably on the 
pan. The fragments are repeated enough that memorization may be the easiest way to play the 
section. 
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Figure	116.	"The	Longest	August,"	mm.	13-14	
	
Figure	117.	"The	Longest	August,"	mm.	17	
 The Ab then moves up, first to a C and then to an E. The quarter notes and dotted quarter 
notes are broken up into eighth notes, with every other note being accented. The accents should 
be noticeable and can be difficult to project on the pan. Creating and practicing an exercise that 
develops the specific hand strokes can be beneficial. Similar exercises exist for the snare drum, 
but the rebound is different on the pan and may require additional hand control. In addition to 
these eighth notes, the secondary voice must not be neglected.  
	
Figure	118.	"The	Longest	August,"	mm.	22-23 
 These figures, fragments, and motives are interspersed until rehearsal marker “B,” when 
the pulse becomes triplet based (see figure 123). The time signature changes to 6/4 rather than 
12/8, which implies that the eighth note stays constant, resulting in a metric modulation rather 
than playing triplets instead of eighth notes. Nevertheless, the notes are now in groups of three, 
with an accent at the beginning of each group. The figures are repetitive and simple, and a 
sticking may be chosen that makes playing the accents easier.  
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Figure	119.	"The	Longest	August,"	mm.	37-38 
This all changes at “C,” when the accents shift the pulse to be every five notes rather than 
every three notes. The patterns are no longer repetitive, and the accents are replaced with carets 
to emphasize a primary melody against the lower counterpoint. The notes move very fast and all 
over the pan, so I suggest that this passage be memorized for note accuracy and to help 
emphasize the melody. 
	
Figure	120.	"The	Longest	August,"	mm.	43-45 
“D” may be considered the slow second movement of this short work. The section is 
labeled “Lyrical, whimsical, dream-like,” which does not specify a tempo, but may be 
interpreted as being slower. The melody has changed from eighth notes to half notes, dotted-half 
notes, and quarter notes, which already results in a calmer feel. Silence between the notes allows 
for the listener and the performer to relax their ears, so none of the notes should be rolled. The 
grace notes should be played and heard clearly, so the performer may play them slower than 
usual grace notes. 
	
Figure	121.	"The	Longest	August,"	mm.	54-55 
When the eighth note melodies enter again at measure 74, they are written as triplets 
instead of eighth notes. If the performer chooses to slow down at “D,” they may use the four-
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measure repeat at 77 to get back to speed. Even if the tempo has remained constant throughout 
the piece, the notes move faster simply because they are triplets instead of eighth notes. The 
notes at “F” are the same ones that appear at “C,” but must be played faster to match the triplet 
rhythm instead of the eighth-note rhythm from before.	
	
Figure	122.	"The	Longest	August,"	mm.	76-77 
	
Figure	123.	"The	Longest	August,"	mm.	81-82 
 The rest of the piece from “G” onward is a recapitulation of previous material. The pulse 
goes back to being eighth note based, and should be the same tempo as the beginning if the 
performer plays correctly. The only new thing to watch for is the ritardando and diminuendo at 
the end, leading to a triple piano dynamic for the last note. Though there is a ritardando, there is 
a specific rhythm written which should still be noticeable among the tempo change. The last note 
should barely be noticeable, but must still be heard.	
	
Figure	124.	"The	Longest	August,"	mm.	119-123 
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 “The Longest August” is short and recycles a lot of material, so learning the notes is not 
necessarily as difficult as other works. The difficulty comes from the speed and control required 
to play the specified rhythms. Not only is it a show of technical prowess, it is also a show of how 
well the performer can maintain tempos through odd meters and metric modulations. It is a great 
piece to program for pannists who are comfortable on their instruments and who are looking for 
something shorter to perform. As Scales becomes more known throughout the steel pan 
community and the world in general, I expect it to be standardized in the next few years.  
“Duo for Tenor Steel Pan & Computer” by Cort Lippe 
 
Cort Lippe is currently an assistant professor of composition at the University at Buffalo, 
New York, and directs the Lejaren Hiller Computer Music Studios. He is well known for his 
compositions using electronics, and has lectured and had his music performed all over the 
world.23 I discovered his “Duo for Tenor Steel Pan and Computer” while conversing with Victor 
Pons, who was a colleague of mine at the University of Illinois. I asked him about pieces for pan 
and live electronics, and he suggested I look into Lippe’s work. The score, software files, and a 
recording can be found on Lippe’s website,24 and the piece is available for anyone to play.  
This and the following work to be discussed both require electronic hardware and 
software to be performed. Though the electronic components are integral, their specific setups 
and functions go beyond the scope of this thesis. Besides using a foot pedal to progress in 
electronic events, the electronics are configured before the performance and simply run while the 
music is played. Specific equipment and software that is required can be found in the appendix; 
Otherwise, the present discussion will focus solely on playing the pan itself.  
																																																						
23 https://www.cortlippe.com 
24 https://www.cortlippe.com/compositions.html 
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One of the most important elements that the performer should consider is maintaining a 
steady tempo of 120 beats per minute. This is especially important if using the auto-advance 
feature of the software rather than manually advancing with a foot pedal. The event changes are 
marked in the score with large black arrows, and should be synchronized with the computer if 
using auto-advance. Lippe instructs that though being one beat ahead or behind of the software is 
acceptable, the performer should try to be as synchronized with the computer as possible. Even if 
the performer changes the events manually, the software is designed to interact with the pan at 
120 beats per minute. My recommendation to maintain a steady, accurate tempo is to practice 
consistently with a metronome until the tempo is internalized and the performer can play through 
the piece while feeling relaxed and natural.  
It is evident from the beginning that the melodic materials are based on serialist formulas. 
There are seldom any repeated motives or rhythms. Despite this, the rhythms are always 
sixteenth-note based and there is enough space between notes to make stickings easy to decide. 
One of the primary challenges with this piece is not the technique or the speed, but the dynamics. 
The dynamics range from pianississimo to fortississimo and often change dramatically, at times 
changing every note.  
To practice this piece, I recommend working one event at a time. First, the performer 
must determine the stickings needed and work through them slowly. Next, they should practice 
with a metronome to ensure the rhythms are being played correctly. Next, and most importantly, 
the dynamics need to be implemented. Lippe states in the instructions that he realizes that exact 
dynamic accuracy in this piece is near impossible, but the performer should get as close as they 
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can. Practicing each event slowly and individually will help the performer realize the proper 
dynamics, and result in a more musical interpretation that is satisfying to listen to. 				
Figure	125.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	31-40 
 At event six, tremolo markings begin to appear. The instructions state that this sign is 
interpretive whenever it appears. It may be played or not, and if it is played, it can last shorter 
than the written note, or longer if the note is followed by rests. It can also have dynamic 
fluctuations applied, and can be struck first and rolled later. If it is over a dyad, the performer 
may choose to roll just one note. Although what the performer does may change with each 
performance, they should still be familiar with the piece enough to know where tremolos happen, 
and practice them in multiple ways. I recommend applying a combination of all the options that 
Lippe provides to the tremolos throughout the piece, and perhaps assign specific options to 
tremolos in sections that prove difficult. Easier sections may be improvised during performance, 
but should be practiced in many ways so that each option is comfortable for the performer. 
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 There is an improvisatory section beginning at measure 207. Boxes with pitches are 
given, and the performer must improvise quick rhythms with them. They may be played faster 
than the written tempo, like grace notes. The playing must be quick and high energy, and should 
be as non-repetitive as possible. Though there are not many available pitches, variety can be 
achieved with dynamic contrast as seen throughout the work. Instructions to play more frequent 
rests and faster rhythms are given as the section progresses, as well as pitches to add or play less 
frequently.  
	
Figure	127.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	207-208		
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Figure	126.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	94-101 
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Figure	128.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	217-218	
	
Figure	129.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	231-233	
 To prepare this section, the performer should practice one line at a time, trying as many 
combinations of available pitches, rhythms, and dynamics as possible. Though each line passes 
quickly, lasting only a few seconds, the performer should practice each one for minutes to 
exhaust all possibilities, create new ideas, and be comfortable with the instructions provided. 
After the performer is comfortable with each line, they must piece them together to make sure 
the timings are accurate. This is especially important if using the auto-advance feature; If not, the 
performer must be careful to not play too long for each line and event.  
 Rapid movement between the extreme ranges of the pan begin to appear in measure 294, 
and must be considered in addition to the already complicated dynamics. As stated previously, 
the high notes must be struck much harder than the low notes to produce the same dynamics. To 
account for this with the written dynamics, I again recommend practicing short sections, shorter 
than an event if necessary, at very slow tempos to ensure accuracy. Event thirty-four has dyads 
with these extremes in range, where although both notes are struck at the same time, they must 
be struck with different amounts of force to make them equal.  
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Figure	130.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	296-297		
	
Figure	131.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	303	
	
Figure	132.	"Duo	for	Tenor	Steel	Pan	&	Computer,"	mm.	335-336	
	 This piece may seem daunting at first glance. It is much longer than the other solos here, 
there are almost as many dynamics as there are notes, and the serialist techniques make it hard 
for the performer to latch on to a singable melody. But as often iterated, the key to learning it is 
to practice it one small part at a time at very slow tempos. I suggest starting at a maximum tempo 
of sixty beats per minute, and starting slower if needed. I also recommend working on only two 
to three pages at a time, and getting comfortable with those before moving on. If broken down 
into small chunks, the performer may find, as I have, that the piece is more accessible than it first 
seems. After learning the music and playing through comfortably with the electronics, the 
performer will have an innovative solo that tests the limits of their control as well as provides a 
fascinating soundscape that can be a refreshing change of pace in the usual programming of 
tropical-esque pan concerts.    
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“Trapped in Candyland” by Jordan Morrison 
 Jordan Morrison is a percussionist and composer who is currently a program coordinator 
at the W.O. Smith Music School in Nashville, Tennessee. He has composed music for many 
groups and genres, and has won an award at the 2009 Open Frame Film Festival for best original 
score.25 I was introduced to his piece, “Trapped in Candyland,” through networking with other 
steel band directors on Facebook. I asked about underplayed solos, and Morrison sent me 
information about his piece. He told me that only the first movement has been performed, which 
is still true up to the time of this writing. The second and third movements will have been 
premiered at the recital that accompanies this thesis, and will hopefully be played more often by 
others afterward. 
 The rehearsal markers in this piece represent electronic events. When a new number 
appears, the event must be triggered through a foot pedal connected to the electronics setup (this 
pedal may be a spacebar from a normal keyboard placed on the floor). This is why there are so 
many rehearsal markers, and why many of them are only two measures in length. Though there 
is a fixed tempo that the performer should try to achieve, the events do not rely on specific 
lengths of time, as evidenced at marker eight where the performer may repeat it as many times as 
they want.  
 The piece begins with whole notes played on the skirt of the pan where the C# is located. 
Striking the skirt is notated with diamond-shaped noteheads and appears frequently throughout 
the work, but only on C#. Some areas require rapid movement to reach the skirt in time, which 
should be practiced to get a resonant and full strike. In addition, if a music stand is used, it 
																																																						
25 Mau Mau Music, “1-Jordan Morrison,” 2013. 
http://www.maumaumusic.com/proddetail.asp?prod=Jordan_Morrison 
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should be placed far enough to allow adequate space for the hand to reach the skirt.	
	
Figure	133.	"Trapped	in	Candyland,"	mvt.	1:	Slipping,	mm.	1-3	
	
Figure	134.	"Trapped	in	Candyland,"	mvt.	1:	Slipping,	mm.	23-26	
 Measure 4 has the primary motive that appears frequently throughout the piece. It 
consists of two thirty-second notes followed by a dotted eighth note, and always uses the same 
pitches. The formatting of the music makes it hard to see the dot on the eighth note, for it is often 
obscured by the sharp signs on the following notes. If the performer finds it difficult to discern 
the rhythm, they can assume that the rhythm is the same every time the motive appears. It 
sometimes appears as a dyad in the first note, which results in a quick double-stroke to hit the 
second note. The second note, the D#, should always be played with the left hand. When the 
dyad appears, the hand that plays the top E depends on where the lower note is located. Either 
way, the performer should practice doing double-strokes with the left hand for each dyad. 
	
Figure	135.	"Trapped	in	Candyland,"	Mvt.	1,	mm.	4-6 
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Figure	136.	"Trapped	in	Candyland,"	Mvt.	3,	mm.	124-127 
 Measure 19 has half notes with tremolo markings on the stems. While not significant on 
its own, it implies that all long notes that do not have tremolo markings are not rolled. This 
includes the skirt strikes at the beginning of the piece, even with the crescendo underneath. The 
crescendo may be achieved by striking each note louder than the previous notes, resulting in 
terraced dynamics.  
	
Figure	137.	"Trapped	in	Candyland,"	Mvt.	1,	mm.	19-20 
 Measure 21 has a sixteenth-note run that lasts for two measures. Parts of the run are used 
in other places throughout the first movement, so it is important to have a consistent sticking 
each time it appears in any form. The sticking I have chosen is shown below. The last four notes 
of the run are followed by a dyad consisting of a high C# and a skirt strike, which requires one of 
the hands to quickly move over the rim. Though the alternating sticking I have chosen may not 
seem ideal at first glance, the G is located opposite of the C#, where the skirt must be struck, and 
the last D# is right next to the high C#. It makes the most sense to have the hand that plays the 
D# to then move to the high C#, and the hand that plays the G to quickly move to strike the skirt. 
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Though it is quick and a far distance to cover, it is the only solution that I find makes sense. 
	
Figure	138.	“Trapped	in	Candyland,”	Mvt.	1,	mm.	21-23	with	stickings 
 Measure 39 introduces a new pattern that continues to almost the end of the movement, 
and is used again in movement three. It consists of an arpeggiated triad moving downward that is 
repeated in sixteenth-notes. The E and C# of the triad continue throughout the pattern whenever 
it appears, but the performer should watch for when the G# changes to an A after two or three 
measures. Dyads occasionally appear to accompany the pattern, whose higher notes should be 
considered the melody and brought out. Some of these dyads require one hand to do triple 
stickings, which are not ideal but are unavoidable. Whatever sticking is chosen, clarity and 
accuracy should be the goal.  
	
Figure	139.	"Trapped	in	Candyland,"	Mvt.	1,	mm.	39-43 
 Movement two, “Shortcut,” consists of a steady stream of eighth-notes in compound 
meter. The dyads function the same as they do in measures 40 through 43 above, with the upper 
notes being the melody over the eighth-note accompaniment. Accents do not appear over every 
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Movement 1 - Slipping
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dyad, so there should be a noticeable difference between accented and unaccented notes. Though 
playing this movement by itself is not particularly difficult, the electronics play the same notes as 
an accompaniment, like a piece with tape playback. Unlike a piece with a pre-recorded tape, 
though, the performer must still manually progress the events every two measures or so. Thus the 
difficulty with this movement comes from synchronizing the playing with the electronic 
progressions, triggered by the foot pedal. If the transitions are not seamless, there will be a 
noticeable interruption in tempo and meter.	
	
Figure	140.	"Trapped	in	Candyland,"	Mvt.	2,	mm.	70-73
	
Figure	141.	"Trapped	in	Candyland,"	Mvt.	2,	mm.	87-92 
 Movement three introduces a new pattern of rising figures of four sixteenth-notes. Most 
of the time they can be played with an alternating sticking, though I prefer to play the whole-tone 
figures at the ends of the phrases with doubled stickings. In some places, such as measure 114, 
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there are accents on the last notes of each figure. These accents are seldom, so should be 
emphasized when they appear. 	
Figure	142.	"Trapped	in	Candyland,"	Mvt.	3,	mm.	104-109	with	stickings 
	
Figure	143.	"Trapped	in	Candyland,"	Mvt.	3,	mm.	114 
 The rest of movement three primarily consists of recycled material from the other 
movements. Any new material is straightforward and easily learned. When playing through the 
recycled material, the performer should apply the same techniques as before to ensure that it 
sounds the same and that the listener can recall the music.  
 As far as technique goes, “Trapped in Candyland” is not overly difficult. Without the 
electronics, it could be considered a somewhat simple piece for pannists who are beginning to 
play solo music. The electronics do add a degree of difficulty, though they become manageable 
once the performer learns how to synchronize their playing with the electronics. The electronics 
may even aid the performer in movements two and three, when they provide a rhythmic 
accompaniment that can serve as a click track. Overall, “Trapped in Candyland” is a great piece 
for intermediate to advanced pannists who are interested in working with live electronics. 
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CHAPTER 4: TRANSCRIPTIONS 
 Though steel pan repertoire is currently lacking, there is a near infinite supply of music 
written for other instruments than can be adapted by pannists. Percussionists have been 
transcribing music meant for other instruments since the medium began to be taken seriously, 
with artists such as Michael Guzikow playing well-known orchestral works on his strohfiedl in 
the early 1800s.26 Today, one can hardly peruse a percussion catalogue today without finding 
transcriptions of works for orchestra, piano, strings, and more. Transcribing works for percussion 
is a well-established tradition; There is hardly a percussion studio in the world that does not 
require its students to learn a J. S. Bach cello suite or violin sonata as part of their curriculum.  
 Transcription is also a well-established tradition for steel bands, and is where most of 
their literature comes from. Since their beginnings in Trinidad, bands have played well-known 
arrangements of orchestral works and calypso tunes on their instruments. Today, concerts consist 
mainly of transcribed pop songs, Caribbean classics, and one or two classical works. There are 
some original works for steel band (in addition to Panorama tunes, which themselves are usually 
based on Calypso songs), but they are more often the exception instead of the norm.  
 Though there are many instruments with music that can be transcribed, pannists as well 
as other percussionists tend to choose string music, notably violin music for pans and cello music 
for other keyboard percussion. This choice makes practical sense, for much of the music fits well 
with four-mallet technique, and contains harmonic chords as well as melodic lines. However, 
focusing solely on string music neglects the many other instruments that also have excellent 
music written for them, notably wind instruments. Though wind instruments are monophonic, 
																																																						
26 Rebecca Kite, Keiko Abe: A Virtuosic Life (Leesburg, VA: GP Percussion, 2007), 152. 
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making four mallets unnecessary, their music holds other elements that make them both 
worthwhile pieces to program and challenging for the pannist.  
 I have chosen to focus specifically on flute pieces because the range goes down to middle 
C, which is the same as the lowest note on the lead pan. The flutes range goes much higher than 
the tenor pan, which requires the pannist to occasionally transpose down. Other challenges for 
playing flute music on the pan include emulating sustaining tones rather than simply rolling, 
applying wind articulations that don’t necessarily work on percussion instruments, and refining 
technique and stickings to play what may be idiomatic for the flute but impractical on the pan.  
 This chapter focuses on four unaccompanied flute solos, all of which were written in the 
20th century. They are all standardized in the flute repertoire, so may be recognized by flutists 
and other musicians familiar with the literature. It is my hope that this chapter will encourage 
more pannists to play these and other pieces for flute, and adopt music for other instruments as 
well.  
“Syrinx” by Claude Debussy 
 “Syrinx” by Claude Debussy is one of the most well-known unaccompanied flute solos, 
and the first flute solo that I played on pan. It is a good first solo to transcribe because of its short 
length, expressive articulations, and the fact that the entire solo fits within the range of the lead 
pan. It is relatively easy to learn the notes quickly, though mastering the articulations and 
emulating the same expressions that a flutist would make it difficult to perform effectively.  
 The first thing that any pannist should do when playing flute music (or any music written 
for another instrument) is to listen to various recordings of it played on the original instrument. 
In the case of “Syrinx,” there are many recordings that are available for reference. The listener 
should notice similarities across recordings, differences in artistic choices, and general 
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characteristics that may or may not be present on the sheet music. Though the music does need to 
be modified to be played on a pan, the performer should strive to remain as faithful to the 
original music as possible. Being well informed on generally accepted performance practices is 
the first step to aligning with the composer’s original intent.  
 “Syrinx” begins with a motive that is referenced throughout the piece. The pannist may 
be tempted to bring out the thirty-second notes due to their quick nature, but should realize that 
there is a tenuto mark over the dotted eighth notes, marking the whole-tone based melody. The 
thirty-second notes should be treated as ornaments, and not overshadow the descending melody. 
I have chosen a double sticking for the thirty-second notes rather than an alternating sticking so 
as to avoid the hands crossing over, but the performer may choose a sticking that works best for 
them. The second measure ends with a decrescendo into a fermata and a breath mark, and should 
be played to fade into nothing while maintaining a steady tone. The high Bb does not resonate 
for long on the pan, so the pannist must find a roll speed that maintains the tone without 
sounding too percussive, while controlling it enough to be quiet and apply a decrescendo to 
nothing. 
	
Figure	144.	"Syrinx,"	mm.	1-2 
 Measures 6-8 have long notes in the top of the pans range. These notes, particularly the 
Db and Eb, do not resonate and are hard to project at an audible volume. These natural 
characteristics make it especially difficult when they are to be sustained at low dynamics. The 
performer should choose a very fast roll speed for resonance, but should modify the strokes so 
they follow the written crescendos and decrescendos, especially for measure 8 with the high Eb 
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to Bb. The last Bb should be rolled as well due to the slow tempo and to create a sustaining 
sound, and should fade to almost nothing.	
	
Figure	145.	"Syrinx,"	mm.	5-8 
 One may notice a breath mark at the end of measure 8, as well as other breath marks 
throughout the piece. Though pannists do not need to take breaths the same way that wind 
players do, the breath marks should still be observed to convey the intended phrasing and 
articulations by the composer. For most music, this means lifting the mallets so the pan is silent 
to literally imitate taking a breath. In “Syrinx” and other expressive pieces, a breath mark can 
also mean a pause, like a fermata. In both cases, the performer should heed the advice above and 
reference several recordings to see how others have interpreted the scores.  
 Measure 13 has downward chromatic figures that accompany the melody. The chromatic 
figures themselves are easy to stick, but the movement between the last note of each figure and 
the long melodic notes can be awkward. I have chosen an alternating sticking throughout this 
measure, for I feel I can control and bring out the melodic notes more than I could with a 
doubled sticking. There is a slight cross over with each figure, but it can be easily achieved with 
practice. 
 	
Figure	146.	"Syrinx,	mm.	13	with	stickings 
 Measures 17 and 19 have sustained quarter notes like in measures 7 and 8, but are 
approached differently. The two Db’s in measure 17 resonate much longer than the high notes of 
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the pan, and the natural resonance matches the written crescendo. Thus, those two notes can be 
simply struck rather than rolled. The Db in measure 19 can be struck as well, but the following 
Eb must be rolled in order to bring out the crescendo. 
 
	
Figure	148.	"Syrinx,"	mm.	18-19	
 The notes in measure 27 are the highest notes available on the pan. The sustained Bb is 
easier to roll on, yet the other high notes must be played delicately while trying to project. The 
sound is thin by nature, which contrasts to the several sustained tones and lush nature of the 
piece. I suggest playing these notes at a louder dynamic than written, simply to help them project 
and be audible to the listeners. If they can match the other notes of the piece, it will be a good 
addition rather than a distraction. 
 	
Figure	149.	"Syrinx,"	mm.	27 
 Measures 29 and 30 have the same melody and reiterate the primary motive of the piece. 
The entire line is melodic, so each note must be brought out equally unlike the beginning while 
still minding the crescendos and decrescendos. My chosen sticking is notated below and has 
doubles, even between the F and E at the end of each measure. Though these two notes are on 
opposite sides of the pan, the tempo is slow enough that the distance does not pose a problem, 
Figure	147.	"Syrinx,"	mm.	15-17 
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and choosing to use my right hand to double these notes rather than choosing different notes with 
the left hand is more comfortable for me. 
 The last three measures of the piece should be played delicately and fade to nothing. The 
sustained B has an accent in measure 34, which can be achieved by just one stroke being slightly 
louder in the accompanying roll. Though there is no decrescendo written, the quintuplet should 
be played quieter and should be slowed down. There may be a pause between the last note of the 
quintuplet and the downbeat of the final measure for effect. The accompanying grace note should 
be played slowly, and the final Db should be rolled at a slow speed, only enough to ensure the 
note is sustained without sounding percussive. 
	
Figure	150.	"Syrinx,"	mm.	31-35 
 The challenges present in “Syrinx” make it a good solo for pannists to practice musicality 
rather than technique. The notes are not difficult to learn, but the overall mood of the piece is 
difficult to convey on the pan. The performer must modify their roll speeds, play much more 
delicately than usual, and project their pan at even the quietest dynamics. Even if not played in a 
performance, I suggest that pannists at least learn the piece to develop these skills that are often 
neglected in the current repertoire.  
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Figure	155.	"Syrinx,"	mm.	29-30	with	stickings 
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“Pièce” by Jacques Ibert 
 “Pièce” by Jacque Ibert is an appropriate work to follow “Syrinx.” They both have the 
same elements of expressiveness and contrasts between fast-moving lines and lush sustained 
tones. However, “Pièce” is longer, has many more difficult runs, and requires transposing to be 
playable on the pan. Though many of the rhythms are interpretive and there is room for 
flexibility in the tempo, it remains a challenging piece for accuracy and speed in addition to 
playing musically and expressively.  
 The first problematic section appears in measure 5, with thirty-second note figures. The 
notes make an alternating sticking ineffective, yet they are far enough apart to make double 
stickings difficult. I have decided to double between the B and C# with the right hand and 
between the A# and D with the left hand. This way both hands are moving inward and stay clear 
from each other. The measure may be played very slowly at the beginning and accelerate 
throughout the next measure, as is standard performance practice. The run in measure 6 is scalar 
in nature as are several other runs in the piece, and though my stickings are below, stickings for 
these and other runs may be chosen by the individual performers in accordance with their 
preferences. 
	
Figure	151.	"Pièce,"	mm.	5-7	with	stickings 
 The primary melody of the piece begins in measure 16 and continues to measure 51. 
Most of this section is simple to play on the steel pan. The tempo makes it comfortable to roll 
quarter notes or longer, but the dotted eighth notes are at a speed that makes it difficult to 
determine whether to roll or not. I have chosen to strike them rather than roll them for ease of 
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playing. Measures 40 and 41 have material that goes above the range of the pan, and must be 
transposed down. Though the last Eb in measure 39 is playable on the pan, I have transposed it 
down to preserve the dramatic interval to the next note. 
	
	
Figure	152.	"Pièce,"	mm.	30 
 
 
 
	
	 Measures 52 through 55 have quick scalar runs that begin a cadenza-like section. Though 
the entirety of both runs are written in sixteenth-notes, they are traditionally played slowly at first 
and get quicker as they move up, then slow down again as they move down. Though the high 
notes of the runs should be played as fast as possible, pannists should note that they will not be 
able to play them as quickly as a flutist can due to physical differences; A flutist’s fingers can 
change notes much more rapidly than a pannist can with only two mallets. All the notes fit into 
the pans range except for one high F in measure 55. Rather than transpose it down an octave and 
break fluidity, it can be played by striking just outside the F below it, where the note blends into 
the bowl. This activates the overtones that sound an octave higher. Though it is not as full a 
sound as the other notes, the speed and intensity of the run are able to mask the thin sound and 
Figure	159.	"Pièce,"	mm.	39-41,	original	 Figure	160.	"Pièce,"	mm.	39-41,	transposed 
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include it as part of the phrase. 
	
Figure	153.	"Pièce,"	mm.	52-55	with	stickings	and	high	F	circled	
 
 Besides determining stickings, most of the challenge of this piece is deciding where to 
transpose down an octave. Any note above a high E will need to be brought down, but decisions 
must be made to transpose surrounding notes as well to preserve phrasing and intended motion. 
Below are examples of sections I have transposed that, while not exact renditions of the 
originals, are good compromises between playing what was originally intended and playing what 
is possible on the pan.		
	
Figure	154.	"Pièce,"	mm.	62-64,	original	
	
Figure	155.	"Pièce,"	mm.	62-64,	transposed
	
Figure	156.	"Pièce,"	mm.	69-71,	original	
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Figure	157."	Pièce,"	mm.	69-71,	transposed
	
Figure	158.	"Pièce,"	mm.	79-82,	original	
	
Figure	159.	"Pièce,"	mm.	79-82,	transposed	
  Measure 78 has a pattern of chromatically ascending minor thirds. It is traditionally 
played slowly at the beginning, and accelerates to being played as fast as possible near the end. 
The layout of the notes on the pan make this passage extremely difficult to choose stickings and 
play. I recommend learning and memorizing it in small parts, and associating the sticking with 
specific notes and patterns on the pan. The overall motion is a repeated clockwise circle around 
the instrument, so the performer must be careful to aim for the correct pitches instead of simply 
relying on muscle memory. Playing slowly at the beginning will help navigate the large spaces 
between notes, and as the notes get higher and closer together, playing faster becomes easier. 
	
Figure	160.	"Pièce,"	mm.	78	with	stickings 
 “Pièce” is a challenging piece for pannists who wish to refine their technical skills. The 
cadenza-like passages require the pannist to have dexterity and determine efficient stickings. The 
melodic material at the beginning and end require a delicate touch to express prhasing and 
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dynamics. The unidiomatic writing intended for flute pushes the pannist out of their comfort 
zone and requires creative solutions. Overall, the beautiful melodies combined with the dazzling 
runs make it a fantastic piece for pannists to include in their repertoire.  
“Acht Stücke” by Paul Hindemith 
 “Acht Stücke für Flöte allein,” meaning “Eight Pieces for solo Flute,” presents many of 
the same problems that “Pièce” does, such as making creative decisions regarding transposition 
and unidiomatic writing intended for flute. “Acht Stücke” adds further complexity through 
various tempos and styles, more expressive dynamics and articulations, and the complex 
harmonic and melodic language typical of Hindemith. Though overall longer and more complex 
than either of the flute pieces discussed so far, it is a rewarding challenge for pannists who wish 
to undertake it.  
 The first movement provides two primary challenges: Sustaining the high notes and 
determining which notes to roll. Much of the movement stays in the upper range of the pan, 
where it is hard to project the notes. The performer must exaggerate the dynamics in these high 
notes to ensure that they are heard equally to the rest of the movement, particularly through 
rolling any long note above the high C fast and hard. The tempo and phrasing of the movement 
makes it difficult to determine whether quarter notes should be rolled or not. While rolling them 
would help to make the phrases smoother, they pass quickly enough that it risks sounding 
choppy. I have decided to strike the quarter notes that are surrounded by faster notes such as 
eighth notes and triplets, and roll the quarter notes that are surrounded by half notes, namely the 
	 98	
Eb to C motive in measures 18 and 20.	
	
Figure	161.	"Acht	Stücke,"	mvt.	1,	mm.	1-5	
	
Figure	162.	"Acht	Stücke,"	mvt.	1,	mm.	16-22	
  The second movement is relatively straightforward, and the repeated sixteenth notes on a 
single pitch can mostly be played with an alternating sticking. The performer should be careful to 
play the repeated pitches the correct number of times, which can be aided through counting how 
many times each hand plays, like a single stroke roll. While the sections marked frei do not need 
to be played in strict tempo, the pannist should make sure that the a tempo rhythms are played 
correctly and that note values are given their proper duration. 
	
Figure	163.	"Acht	Stücke,"	mvt.	2,	mm.	3-5
	
Figure	164.	"Acht	Stücke,"	mvt.	2,	mm.	9-11 
 Movement three begins with a roll on the low Db that must not be overplayed to avoid 
damaging the pan. The thirty-second note runs in measures 2 and 13 should be played as quickly 
and delicately as possible. The melodic section in the middle should be played expressively by 
strictly following the dynamics and their corresponding crescendos and decrescendos. The eighth 
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notes in measure 10 should be transposed down an octave, and may be rolled because of the slow 
tempo and their being surrounded by dotted quarter notes. 
	
Figure	165.	"Acht	Stücke,"	mvt.	3,	mm.	1-2
	
Figure	166.	"Acht	Stücke,"	mvt.	3,	mm.	9-11	original	
	
Figure	167.	"Acht	Stücke,"	mvt.	3,	end	of	mm.	9-downbeat	of	mm.	11	transposed	
 Movements four through six are mostly straightforward except for choosing stickings and 
deciding on necessary transpositions. The tempo is movements four and six are slow enough that 
quarter notes are rolled, and even dotted eighth notes may be rolled in movement six to blend the 
phrases more. Movement five moves fast enough that only half notes or longer should be rolled. 
Movements four and six have enough dynamic contrast to showcase how expressive the 
performer can play, so they should be careful especially on the lower range of the pan where it is 
easy to play too loud. I recommend memorizing the long runs in movement five, for they are 
difficult to play accurately without looking at the pan.  
 Movement seven may showcase both the technical speed of the performer as well as their 
expressive capabilities. There are two thirty-second note runs in measures 1 and 10 that are 
played as quickly as possible, so an efficient sticking must be chosen. The slow sections marked 
langsam must be played delicately and with attention to dynamics. The quarter note E in measure 
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4 should not be overplayed; Slightly stronger strokes will suffice. The repeated sixteenth notes in 
measure 10 are like what is written in the second movement, and may have the same techniques 
applied.  
	
Figure	168.	"Acht	Stücke,"	mvt.	7,	mm.	4
	
Figure	169.	"Acht	Stücke,"	mvt.	7,	mm.	10 
 Movement eight is much like movement five and is relatively simple apart from deciding 
stickings and transpositions. The passage beginning in measure 22 can be difficult to determine 
an effective sticking because of the awkwardness of the note layout on the pan, but I have found 
playing the F and Bb in measure 22 with the left hand and alternating the rest of the passage until 
the fermata to work well. The low D in measures 7 and 71 are preceded by a high A played 
loudly, and while the D is loud as well, the pannist must be careful not to overplay it by hitting it 
with the same intensity as the A (see figures 179 and 180). 
	
Figure	170.	"Acht	Stücke,"	mvt.	8,	mm.	22-29	with	stickings	
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Figure	179.	"Acht	Stücke,"	mvt.	8,	mm.	71-72	original	
 “Acht Stücke” is a challenging piece for even the most experienced pannist. The 
movements themselves are short, but are difficult in both technique and expressive requirements. 
It is difficult even for flutists, and though pannists do not have to face challenges such as register 
changes, they must adapt the unidiomatic writing in a way that is playable and enjoyable by the 
listener. Pannists who wish to push themselves to the limits of their expressive capabilities, 
technical skills, and note accuracy will find this work to be a worthwhile endeavor.  
“Kokopeli” by Katherine Hoover 
 The most recent of the flute pieces discussed, “Kokopeli” has many of the same 
challenges as the other flute pieces as well as long rolls that must be resonant and steady. It is 
shorter than the previous two pieces and has easier runs, but the pannist needs to focus primarily 
on tone production to play effectively. The slow tempo and large dynamic contrasts require the 
pannist to master their rolls so that individual strikes are not heard and the pitches are sustained 
at every dynamic. The defining features of the work revolve around the sustained pitches and 
grace notes rather than the quick passages, so it is essential that the pannist try to imitate a flute 
here more than the other works discussed.  
 This is evident from the very beginning, which features sustained Bb’s punctuated with 
grace notes. It starts from a piano dynamic and crescendos to an unspecified dynamic, then 
decrescendos to a mezzo piano. The Bb must be held steady as it gets louder and softer, and 
appropriate roll speeds chosen throughout the process so it does not sound percussive. Care 
should be taken that the grace notes are not played too fast, but should be considered as part of 
Figure	180.	"Acht	Stücke,"	mvt.	8,	mm.	71-72	transposed	
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the melody and have each note heard clearly. 
	
Figure	171.	"Kokopeli,"	page	1,	beginning	of	line	1.	
Though the metronome indications are approximate, care should be taken to play the 
written rhythms relatively accurately. The program notes specify that liberty may be taken in  
rhythmic accuracy, but the written rhythms are varied and specific enough that the performer 
should learn to play them correctly before applying rubato. This is especially true if the  
performer is a pannist, which often means they are percussionists first, and are thus expected to 
be more accurate in their rhythms than people who play other instruments. The second line of  
“Kokopeli” has several varying rhythms, most of them consisting of tied eighth notes and quarter 
notes in addition to the quick flourishes. Playing these rhythms accurately not only allows the  
performer to remain true to the score, but can help them become more familiar and confident 
with it as well.  
	
  
Figure	172.	"Kokopeli,"	page	1,	end	of	line	2	with	stickings 
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 The fifth line has a fast run that moves down and up that may be difficult on the flute, but 
lays quite well on the pan. The B and Gb are located next to each other, as well as the F and C. 
This results in a passage like what can be found in “Canboulay,” where each hand play double 
strokes and generally stays in the same area of the pan. 	
	
	
	
	
	
	
Figure	173.	"Kokopeli,"	page	1,	middle	of	line	5	with	stickings	and	corresponding	movement 
 There are passages beginning in the sixth line that go above the range of the pan. 
Generally, any 8va indication should be ignored so the music is playable on pan. In addition, the 
Eb grace note, F, and Ab before the first 8va section on the sixth line should be brought down an 
octave, as well as the last few notes of the fourth line of the second page beginning with the Gb 
grace note. The last three groups of sixteenth notes in the 8va section of the sixth line of the 
second page should be played an octave higher as written, so the phrase of which it is a part of is 
played more smoothly. 
	
Figure	174.	"Kokopeli,"	page	1,	line	6	original		
	
Figure	175.	"Kokopeli,"	page	1,	line	6	transposed	beginning	
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Figure	176.	"Kokopeli,"	page	2,	line	4	original	
	
Figure	177.	"Kokopeli,"	page	2,	line	4	transposed	ending	
	
Figure	178.	"Kokopeli,"	page	2,	line	6	original	
	
Figure	179.	"Kokopeli,"	page	2,	line	6	transposed	beginning	
 The previously mentioned phrase in the sixth line of the second page ends with a quick 
downward scalar figure (see figure 190). It can be played with an alternating sticking except for 
two notes which must be doubled. I have chosen to play the high A and Gb with the right hand, 
which while it is not a friendly distance, is the best option I have found. Though it is fast, it is 
played at a pianissimo dynamic, which is quite difficult to achieve on pan. I suggest memorizing 
the run and leaning in close to the instrument, so the hands can be controlled and play the notes 
quietly and accurately.  
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Figure	180.	"Kokopeli,"	page	2,	end	of	line	6	with	stickings 
 The eighth line of the second page also has a downward scalar passage, which although it 
has different notes, can still be played with an alternating sticking except for the same A and Gb 
which should be played with the right hand. The D should be played with the left hand to make 
the sticking work. The phrase begins with a high F, which does not need to be brought down an 
octave if played like the high F mentioned in “Pièce,” where the high overtones are activated by 
striking where the note blends with the bowl.  
 
 
Figure	181.	"Kokopeli,"	page	2,	middle	of	line	8	with	stickings 
 Though “Kokopeli” is not as challenging as the other pieces regarding difficult passages, 
it is perhaps the most challenging piece regarding expressiveness. In addition to playing accurate 
rhythms and quick runs, the rolls and dynamics must be played carefully. It can be argued that 
the sustained tones are more important than the quick passages in this piece, so they must not be 
neglected. If nothing else, the piece will test the limits of the pannists ability to roll effectively 
and control dynamics. If the pannist wishes to showcase their ability to play with nuance, 
“Kokopeli” is an excellent piece to program.  
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CHAPTER 5: CONCLUSION 
 The eleven works discussed throughout this thesis will make a valuable contribution to 
the current library of solo steel pan literature. Each is unique, which provides variety for pannists 
with differing tastes and styles. They range from simple to complex, lyrical to abstract, and short 
to long. No matter the circumstance, one or more of the solos presented should be appealing to 
potential performers.  
 I have mentioned on occasion that certain passages are relatively simple to perform. 
While they may be simple in comparison to other discussed passages, they may still appear 
difficult in comparison to the general body of steel pan literature and to those that are less 
familiar with the instrument. Though the layout of the instrument is quite different than Western 
keyboards and thus presents a steeper learning curve, it can be mastered through spending time 
practicing, just as with any other instrument. Should a percussionist spend time practicing the 
steel pan as they would the marimba, snare drum, timpani, etc., they could familiarize 
themselves with its challenges and abilities enough that they too could play these and other solos.  
 It is my sincere hope that the expansion of solo steel pan repertoire continues beyond this 
thesis and by other individuals. There are still many composers who may be interested in being 
commissioned to write new solos. There are undoubtedly other solos already in existence that I 
am simply not aware of yet. There are many more flute solos that may be transcribed for steel 
pan, as well as countless solos for other instruments of all kinds that may be adapted. Though the 
future of fine art music for steel pan is still unclear, this thesis is a meaningful step towards its 
support.   
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APPENDIX A: RECITAL PROGRAM NOTES 
 
EXPANDING LITERATURE FOR SOLO STEEL PAN THROUGH COMMISSIONS, 
DISCOVERIES, AND TRANSCRIPTIONS 
 
The lack of quality solos for steel pan has been an issue that pannists have addressed for 
years. This recital and its accompanying thesis seeks to promote the expansion of music for solo 
steel pan through performing works for solo lead pan that are rarely played. The works that are 
discussed are new solos that I have commissioned, seldom performed works already in existence, 
and flute solos that have been modified to be playable on the lead pan. The accompanying thesis 
serves as a performance guide for pannists who are interested in playing the solos and covers 
topics such as stickings for problematic passages, technical considerations unique to the steel 
pan, adaptations for non-idiomatic material, and observations that may facilitate the learning 
process.  
 
The Longest August                   Jonathan Scales 
  
 I first heard about Jonathan Scales through listening to a recording he made in 
collaboration with the Amis tribe in Taiwan. I quickly became a fan of his, and enjoyed listening 
to his harmonically and rhythmically complex compositions that he played with his group, the 
“Jonathan Scales Fourchestra.” Though I try to remain professional when I meet other musicians, 
I couldn’t help but “fangirl” when I met him in person at the Percussive Arts Society 
International Convention (PASIC) in 2017 and proudly posted my selfie with him for all to see.  
 I was beyond ecstatic when I discovered he had written a recital piece for solo lead pan. I 
immediately asked him about it, and he informed me that I was the first person besides the 
original commissioner to express interest in it. I began working on it and found it has all the 
hallmarks of his compositional style; Extremely fast passages, harmonically complex melodies, 
and regular use of hemiola and other rhythmic devices. Though short, it is an impressive piece to 
listen to not only because of the speed at which it must be played, but also because of the control 
it takes to remain accurate in regards to tone production and steady time. 
 
Syrinx                   Claude Debussy 
 
 Claude Debussy is one of my favorite historical composers. Besides his works sounding 
absolutely beautiful, he employed new compositional techniques so effectively that modern 
listeners don’t realize that he can be categorized more as an early 20th century experimental 
composer rather than a late romantic 19th century composer.  I remember discussing him in one 
of my undergraduate music theory courses and all the students using terms such as “color” and 
“texture” instead of standard musical terms, which didn’t happen with any other composer we 
discussed.  
 “Syrinx” was originally written for solo flute. I first learned about it when I took 
composition lessons during my undergraduate degree and was assigned use it as a model for my 
own flute solo. Years later, when I was looking for new works to play for steel pan, I came 
across the score in my files. I checked the range, and found that it all fit on the lead pan. I tried 
playing it, and was very pleased with how it sounded. Thus began my interest in playing flute 
music on the pan, and an integral part of my doctoral research. 
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 You may immediately find that “Syrinx” doesn’t sound like what one would necessarily 
associate with the steel pan. Nevertheless, I believe the timbre translates well and can still 
express the same beauty and nuance that is included in the original composition. The pannist has 
an added challenge to adapt what is idiomatic to the flute to the pan, which often requires 
creative interpretation. I hope that the listener can find “Syrinx” equally beautiful on the pan as 
on the flute, and can share some of the same curiosity I have for adapting music for other 
instruments on the steel pan.  
 
Trapped in Candyland                 Jordan Morrison 
  
“Trapped in Candyland is a solo for Tenor Steel Drum and Electronics. It makes use of 
the program, Max MSP, for digital processing. This three movement piece implements 
electronics for accompaniment and digital audio augmentation. Minimalist stylings, and simple 
to complex rhythmic figures meld together to make a unique flowing tonal work. Runtime is 
approximately 8 minutes.” 
-Notes from the composer 
 
I discovered “Trapped in Candyland” through a Facebook page for steel band directors, 
where I asked about solos that they had commissioned or composed. Morrison mentioned his 
piece, noting that it had live electronic accompaniment. Intrigued, I messaged him and he sent 
me the music as well as the software files. He was extremely helpful and friendly throughout the 
learning process, especially in trying to program the software to correctly sense my personal foot 
pedal to trigger the electronics. Though we never did get my pedal to work, I am appreciative of 
his hard work, and happy to have learned his music. 
 It is difficult to find a child who doesn’t enjoy playing “Candyland.” The bright colors 
and tasty themes are stimulating and fun. Playing as an adult, however, can be frustrating. My 
wife played it for the first time shortly after we married and pointed out that it requires no skill 
whatsoever, but rather relies on pure luck. 
 The music and accompanying electronics sound intense, which may seem contrary to the 
intended spirit of the game from a child’s point of view. From the point of view of my wife and 
other adults, the music perfectly fits the game mechanics. It is at times mundane, at times 
repetitive, at times foreboding, and at times euphoric; Much like the emotions that one feels 
when drawing colors from the card deck and moving the token to the appropriate spaces. 
 
Pièce              Jacques Ibert 
 
 I found “Pièce” to be an appropriate flute solo to follow “Syrinx.” They share many of 
the same elements, such as dynamic expression, lyrical melodies, and similar harmonic material. 
However, “Pièce” is much longer and more difficult to play. The middle section is cadenza-like 
and is filled with quick runs that encompass the whole range of the pan. The original flute part 
goes above the range of the pan, so the pannist must decide where to transpose down in a way 
that preserves the melodic flow. 
 In the many recordings I have listened to, flutists tend to take rhythmic liberties in the 
quick runs, often playing them as fast as possible. Though I have tried to imitate them as much as 
possible, I have found that it is simply impossible to play as quickly as them on the steel pan 
since it is easier to move ten individual fingers than it is to move two mallets with the entire 
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hand. Nevertheless, I have tried my best, and though my interpretation may not be as flashy as a 
flutists would, I hope that the haunting beauty of the piece is still conveyed and may touch the 
listener.  
 
Iridescence           Stephanie Pieczynski 
 
“Iridescence was inspired by the iridescent hues created when the sun hit the clouds on 
my morning drive to school in a spectacular way. The colors seemed to shift and coalesce, while 
still maintaining the original hue somewhere. This piece uses this idea of shifting and 
coalescence to create a dialogue between the steel pan and marimba. The pitch material used is 
fairly minimal but constantly shifting within instruments and shared between them.” 
              -Notes from the composer  
 
Though “Iridescence” has quick sections, the parts I have enjoyed the most are the slow 
passages that highlight the timbral characteristics of the steel pan. The steel pan has a unique 
resonance that is often overlooked when played quickly, as most of the literature is. 
“Iridescence” gives the listener an intimate look at the sounds of the pan as it holds pitches for 
long periods of time and gradually shifts to new harmonic centers with the marimba.  
 
Acht Stücke                    Paul Hindemith 
  
 “Acht Stücke für Flöte allein,” meaning “Eight Pieces for solo Flute,” highlights 
Hindemith’s unique harmonic language and melodic writing. Each movement has a different 
feel, ranging from slow and introspective to sprightly and exciting. Playing each one accurately 
and conveying the intended atmosphere is difficult for even the most experienced flutist. 
 Adapting it to the steel pan makes it more difficult still. The melodies do not lay well at 
all on the lead pan, requiring creative solutions for stickings and unconventional movements. In 
addition, the extremes in range require not only transposition, but technical excellence to get the 
high notes to resonate fully and effectively. I am glad to have taken on the challenge of this 
piece, for it has pushed me to my technical limits and has given me a renewed appreciation for 
the music of Hindemith.  
 
Duo for Tenor Steel Pan and Computer            Cort Lippe  
 
“Duo for Tenor Steel Pan and Computer (2011) was commissioned and premiered by the 
percussionist and virtuoso steel pan player Kenyon Williams, who was a fiscal year 2010 
recipient of an Artist Initiative Grant from the Minnesota State Arts Board. The composition was 
funded, in part, by the Minnesota Arts and Cultural Heritage Fund as appropriated by the 
Minnesota State Legislature with funds from the vote of the people of Minnesota on November 
4, 2008.  
“The computer part was created at the Hiller Computer Music Studios of the University 
at Buffalo, New York, using the software Max/MSP. The digital synthesis algorithms focus on 
various kinds of analysis/resynthesis, along with delay/feedback, spatialization, frequency 
shifting, frequency modulation synthesis, harmonization, and sample playback. Technically, the 
computer tracks parameters of the pan performance using Miller Puckette’s sigmund~ object, 
which does an analysis of the incoming pan signal and gives out information as to when the pan  
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is struck, how loud it is struck, and the pitch and timbre of each strike (including details about 
relative loudness across the frequency range in 40 independent frequency bands).  
“All this information, from larger scale rhythmic and phrase tracking of pitches and 
attacks, down to micro-level frequency band information, is used to continuously influence and 
manipulate the computer sound output by directly affecting digital synthesis and compositional 
algorithms in real-time, giving the performer an active role in shaping all of the computer output. 
The intent is to create a certain degree of intimacy and interactivity between the performer and 
the computer, in which the performer has the potential to influence the computer output based on 
aspects of the musical expressivity of his/her interpretation of the score. The 
instrument/computer relationship moves on a continuum between the poles of an extended solo 
and a duo. Musically, the computer part is at times not separate from the pan part, and serves to 
amplify the pan in multiple dimensions and directions; while at the other extreme of the 
continuum, the computer part has its own independent musical voice. These solo/duo 
relationships exist simultaneously; yet have a certain level of musical and technical ambiguity. 
Much like chamber music playing, in which individual expressivity sometimes is meant to serve 
the whole and at other times has a fundamental individual influence on the entire ensemble; the 
musical relationships between the performer and computer are fundamental to the musical 
results.  
Duo for Tenor Steel Pan and Computer is recorded by Kenyon Williams on his 2013 CD 
Homage, made possible as part of his 2010 Artist Initiative Grant.  
              -Notes from the composer 
 
The pan part alone of this work is not very exciting to listen to, but when combined with 
the electronics creates captivating soundscapes. As each event unfolds, the sounds gradually 
change to explore the possibilities programmed in the software. This piece is an excellent 
example of what is possible when combining the steel pan with electronics, and I look forward to 
future compositions that explore the medium further.  
 
Kokopeli                Katherine Hoover 
 
“Kokopeli, the flute player, was a great mahu, or legendary hero of the Hopi. He is said 
to have led the migrations through the Southwest, the sound of his flute echoing through the 
great canyons and cliffs. In this piece I have tried to capture some of this sense of spaciousness, 
and of the Hopis’ deep kinship with this land.  
“Although the rhythms are carefully notated, performers are encouraged to play with 
some freedom. Lengths of notes and pauses will vary in different acoustics and circumstances.” 
              -Notes from the composer  
 
In addition to challenging the pannist by making them adapt flute music, “Kokopeli” also 
makes the performer listen and react to the acoustics of the room. This is not common for 
pannists, which makes this piece an ideal work to train them with. Besides a few quick melodic 
runs, most of the music consists of sustained tones with slight flourishes that lead the listener to 
search for more than the played notes. If executed correctly, “Kokopeli” reflects and highlights 
the sonic nature of the performance setting, whether it be outdoors or inside on a stage. 
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Canboulay                 Kyle Shaw 
 
“’Canboulay (from the French cannes brulées , meaning “burned cane”) was a re-
enactment of the forced marches that slaves endured when a cane field burned and had to be 
harvested instantly with the help of slaves from neighboring plantations. After emancipation this 
kind of torchlight procession was resignified as a way for Afro-Trinidadians to claim public 
spaces and attention, and it became a regular (and somewhat volatile) feature of carnival’ 
(Shannon Dudley, Carnival Music in Trinidad ).  
“So volatile in fact that the British police on the island banned the carnival procession 
and the musical instruments associated with it, justifying their actions as a matter of public 
safety. The necessity of filling the musical vacuum caused by the ban led to the invention of the 
steelpan.  
“The steelpan thus symbolizes the history of racial tension which gave birth to it. While 
we rightly celebrate heroes of civil rights of the past century, contemporary movements like 
Black Lives Matter remind us that such tensions are not just history; they are still with us today.  
“This piece places the steelpan on the stage with an orchestra, perhaps the historical 
European musical ensemble par excellence. The odd couple wallows in harmonic tension at 
times, revels in carnival rhythms at others, and ends in optimistic euphony: a plea that racial 
tension too will someday dissolve on this planet, and that all humans will recognize the moral 
worth of all humans. (Sidenote: the piece also includes a lullaby in part because it is one of the 
most basic of all musical functions - transcending race and culture much like our institutional 
paradigms and societal attitudes ought to - and in part to celebrate Dan’s becoming a father in 
November. Congratulations friend!)” 
              -Notes from the composer  
 
Not only is “Canboulay” musically sound, it is also a prime example of idiomatic writing 
that is adapted to the unique layout of the lead pan. Though it may appear quite difficult on any 
other keyboard instrument, it results in simple patterns of movement on the pan that be learned 
through basic muscle memory. The writing fits so well on pan that it signifies what is to me an 
obvious fact; Shaw had the performer and the instrument in the front of his mind while writing it. 
All of it combines to create a beautiful work that satisfies the constant need in the steel band 
community to have more concertos and works with other instruments as well as compositions 
that keep the unique note placements of the instruments in mind.  
 
(Author’s note: Though “Under Control” was not performed in the project recital, the 
composer’s program notes have been included here for reference. As of this writing, “On the 
Cooler” does not have notes from the composer) 
 
Under Control           José Martinez 
 
Under Control was commissioned by my friend Daniel Edwards and it is based on a 
personal reaction he had after reading the book, To Destroy you is No Loss written by JoAn D. 
Criddle.  
 
“The book tells the story of Teeda Butt Mam, a woman who survived the Khmer Rouge 
regime in Cambodia from 1975 to 1980, a period also known as the "Cambodian Holocaust." 
	 117	
During that time, unspeakable horror was imposed by the ruthless dictator Pol Pot, who was 
blamed for mass killings and inhumane working conditions, among other war crimes. Despite 
this situation, the western world, including the USA, was unwilling to get involved because of 
the Khmer Rouge's war with Vietnam. The American government decided to support Pol Pot to 
fight against Vietnam while his regime hid the people's suffering from the rest of the world. It is 
still unclear how much the USA and the rest of the world knew about what was actually 
happening. Although millions of people were killed, not many Americans know about these 
events.” – Daniel Edwards. 
 
Daniel felt angry with the American school system that never informed him about these 
events. He felt he was fooled and that he had to read this book to discover the truth himself. 
Based on this, I decided to write a piece in two movements, first one telling the news, second one 
telling the truth. First movement, Their Truth, is meant to represent the truth we are told. The 
straight–forward story we receive from the establishment, something we can easily understand 
and that sounds effectively convincing. It is not a lie, but is what the people (audience) needs to 
hear to feel satisfied. The second movement, The Awful Truth, is a twisted version of the first 
movement, materials (the story) are the same but now they are shown in the “real” way. Now the 
facts that lay underneath are reachable by everyone, the awful truth is unveiled. The ending of 
the movement is an analogy to the ideal of democracy – the people (performer) are able to 
choose – the player chooses which path to take, and how to end the story (piece).  
 
The piece is written for a Tenor Steel pan with a register from C to high E  
 
“...control of thought is more important for governments that are free and popular than 
for despotic and military states. The logic is straightforward. A despotic state can control its 
domestic enemy by force, but as the state loses this weapon, other devices are required to prevent 
the ignorant masses from interfering with public affairs, which are none of their business. These 
prominent features of modern political and intellectual culture merit a closer look...”  
 
Noham (sic) Chomsky, from Force and Opinion published on Z Magazine (July–August, 
1991)  
                    -Notes from the composer 
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APPENDIX B: COMPOSER CONTACT INFORMATION 
 
Josè Martinez 
Website: josemartinezcomposer.com 
 
Kyle Shaw 
Website: kyleshawmusic.weebly.com 
Email: kylebshaw@gmail.com 
 
Daniel Bradshaw 
Website: danbradshawmusic.com 
Email: daniel.bradshaw@byuh.edu 
 
Stephanie Pieczynski 
Website: stephaniepieczynski.com 
Email: stephaniepieczynski@stephaniepieczynski.com 
 
Jonathan Scales 
Website: jonscales.com 
 
Cort Lippe 
Website: cortlippe.com 
Email: lippe@buffalo.edu 
 
Jordan Morrison 
Email: jordanmorrison113@gmail.com 
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APPENDIX C: LIST OF MATERIALS USED FOR PERFORMANCE 
 
Instrument Setup 
 
C Tenor Lead Pan, manufactured by Kyle Dunleavy 
 
Gibraltar Tripod Stand 
 
Innovative Percussion SA-1 Mallets 
 
 
Electronics Setup 
 
MacBook Pro (13-inch, Mid 2012) 
 
Focusrite Scarlett 2i2 USB Audio Interface 
 
Shure PG27 Condenser Microphone 
 
iRig Blueboard Bluetooth MIDI Pedalboard 
 
Bluetooth 4.0 USB Adapter 
 
Logitech K380 Bluetooth Keyboard 
 
XLR and ¼ Inch Cables 
 
PA System 
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APPENDIX D: RECITAL PROGRAM 
 
(See the next page for a copy of the official program) 
 
 

